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MORITZ HAUPTMANN: . The art of the former seems to be the expression of a 
perfect health of existence, of a harmony within the 
HIS CHARACTER AND OPINIONS. bounds of finitude. To wish to find this perfection, self- 


containedness, of Mozart’s works also in Beethoven’s 
By Fr. NvEcks. appears to me an injudicious estimate of their nature, for 
(Continued from page 108.) this is essentially the unlocked infinitude—not that of the 


We cannot afford to neglect a chance of getting in- circle [ Mozart’s] which returns into itself, but that of the 
5 


: ee : 7. hyperbola which tends towards, continually approaches, 
formation about the nature and varieties of style. The 254 yet never reaches, its asymptote. Hence also the 


subject is too important. Having found a man who ‘chort’and yet satisfying closes of Mozart and the long and 
has something to say, who talks not only largely but! nevertheless unsatisfying ones of Beethoven, which exhaust 
also wisely, we shall do well not to turn to another | not so much the thing as our capacity of hearing more. 
topic till he has thrown some more light on this vast | Sometimes it is indeed a mere cessation—for instance, the’ 
dim question. Mozart and Beethoven have often | ™muet in the A major symphony, and in like manner that 
been opposed to each other for the purpose of bringing | '" the latest [the ninth]—and, being so purely external a 


learly their distinct; istic feat  *- close, makes the inner non-self-containedness the more 
out more clearly their distinctive artistic features ; but | sensible, When the two composers meet, Mozart in his 


I think this has rarely, probably never, been done in | most transcendental and Beethoven in his most self-con- 
so interesting a manner and with so fruitful a result as | tained works (mostly belonging to an earlier period of his 
by Hauptmann in the passage which I am going to | life), it is only for a moment, as the circle and the hyper- 
quote. The reader will have to exert himself a little, | bola or parabola become ellipses, both deviating from 
for our teacher writes occasionally somewhat con- their proper direction. Without wishing to lay a mystic 


a : .|meaning into this simile, but only a symbolic one, one 
fusedly. His ideas are clear enough, but he is careless might go still further and say Mozart’s music has only one 


about marshalling them in proper order and putting centre, Beethoven’s two—or, Mozart is unity, Beethoven 
them into proper shape, It would have been easy to| duality, separation—and thus suggest what Goethe's 
improve Hauptmann’s diction as regards perspicuity ;| Faust says to Wagner: ‘Thou art conscious only of one 
I, however, preferred keeping close to the original, | desire ; oh never learn to know the other.’ The expression 
and thus retaining its pleasant flavour. The negligent | ‘ consciousness,’ however, is perhaps here not to be taken 
outpouring of friend to friend in unrestrained intimacy | '" the obvious sense—for this fg the child f life in 
has a charm of its own which one does not like to | 2turé, is just unconsciousness, the non-existence of cogni- 

- Aer? , | tion (wicht geschieden oder gescheidt sein (to be not sepa- 
forego. ‘The liberties I have taken with the text are | rated or knowing] )—but certainly not in a disparaging 
confined to the punctuation, which in the original is | sense—for according to this theory it is an attribute of our 
wild and bewildering. grand, dear, glorious Mozart. Every one of Mozart’s 
| works (here only instrumental music can be discussed) is 
the expression of one feeling (exceptions are exceptions here 
as with Beethoven). I can imagine the last movement of 
the G minor symphony as first, the inversion would only 
be outward—not inward as if, for instance, I wished to 
make the effect the cause. This cannot be done with 
Beethoven where he is a'together Beethoven—for instance, 
in the C minor symphony—here transition, becoming is 
— as there being, and so on.” (March 14, 
1828, 





“To.day I found in your Solger [the German philo- 
sopher, 1780—1819] a passage from Schlegel’s lectures 
which runs: ‘The art and poetry of the Greeks was the 
expression of the perfect health of their existence, of the 
consciousness of a harmony of all faculties within the 
bounds of finitude.’ Could one not in reference to this 
call (presupposing the misunderstanding as a misunder- 
standing) Mozart antique, Beethoven modern, or, on 
account of the disagreeable tang of this word, romantic? 


166 
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Hauptmann’s remarks on style and manner are 
highly instructive, He differentiates these terms, and 
in doing so shows how loosely they are generally used. 
Perhaps; like his friend, we cannot agree with him, at 
least not on all points. But the erroneousness of the 
views detracts little or nothing from the instructive- 
ness of the discussion. The supreme need in intel- 
lectual matters is that our stagnant notions should be 
shaken, and we, as it were, made conscious of them. 


“When you were in Leipzig you did not quite approve 
of my conception of style and manner as it occurs in the 
Loose Leaves.’ But I cannot give it up: it arranges and 
explains to me much and easily. What is not appropriate 
and natural to the peculiar mode of expression of the 
representing medium (in reference to what is to be repre- 
sented) has no style. There is no Bach, Handel, and 
Mozart style ; but there is a choral, solo-vocal, organ, &c., 
style—further, a church, opera, and concert style. Style 
becomes manner when it is employed in the wrong place. 
If you give to a solo voice what is appropriate to the 
violin and at the same time musically noble and beautiful, 
you obtain not Spohr style, but violin style and Spohr 
manner. Of course there is also something else which is 
manner, that by which I recognise the master in a work 
or in all his works that are not affected by a false style— 
as Beethoven from Mozart and Haydn in the symphony 
and quartet. Style and manner go everywhere together ; 
the one being objective, the other subjective. In Bach 
predominates the organ style—pitch and duration, the 
completely determinable in music, the fixed, the plastic— 
as the sculptor peeps out of Michel Angelo’s pictures. 
This style can be best transferred to choral music, 
because here too equality of the parts and subordination 
of the subjective expression are appropriate. For that 
reason his choruses appear to me next to the organ com- 
positions the most effective of his works. I do not mean 
the effect of mass—the charm of that disappears soon— 
but that of the successful manifestation of the artist’s 
intention. For the execution of an aria one performer is 
required, for a chorus a hundred. This one may be often 
a good singer, and yet it will be impossible ever to hear 
an aria of Bach’s with complete satisfaction ; whilst the 
choruses performed by amateurs give us much pleasure. 
So it is among other things with the clavecin sonatas with 
violin : the violinist may do what he likes, it will never 
seem as if he did the right thing, because Bach did not 
do for the violin what was right—for the violin is different 
from the clavecin ; if it is to agree with the other it must 
not be treated in the same manner.” (March 19, 1836.) 


From style to form is but one step. But what is 
form? Our age seems to have forgotten it, or at any 
rate to be fast forgetting it. And yet form is the sine 
qua non of art. Hauptmann says truly : 


“What is the main concern in art : To bring a content 
into appropriate intelligible form which supports it, so 
that it shall not lie upon us and oppress us with its 
material weight.” (February 24, 1834.) 


I would propose as an amendment the insertion of 
the word “and beautiful” after “ intelligible.” 


“Music without its opposite, architectonics, is on the 
whole as little art as the song of the nightingale and the 
. aa , 
sounding of the zolian harp.” (December 10, 1838.) 


Hauptmann’s epistolary utterances on the subject 
ot form are in accordance with his compositions and 





his teaching. He was above all a classic, the 
tendencies of the majority of his romantic con- 
temporaries had not his sympathy ; and finding him- 
self in opposition to the progressists, the innovators, 
he became a more and more exclusive and confirmed 
conservative. Indeed he may be instanced as an 
exemplification of his own saying : 


“The mischief of every one-sidedness is that one is 
driven to contradiction and one-sidedness, and must 
become hardened.” (July 4, 1834.) 


Combinations of tones without form are not art. 
True! But the knowledge of this does not profit us 
much if we have not at the same time a knowledge of 
form. What then is form? To this question no 
satisfactory answer is forthcoming, nor can be forth- 
coming. ‘There are various £énds and degrees of form, 
and about the admissibility and inadmissibility of these 
various kinds and degrees mankind cannot agree. 
Definitions and rules, however excellent in theory, 
break down in practice, where they are found lacking 
in width and elasticity. And here we are reminded of 
an excellent saying of our friend’s : 


“ There is no rule which is not subordinate to a higher 
rule, or rather the rule is just the subordination of the 
accidental to the essential [der Nebensache unter die 
Hauptsache).” 


In judging of and in applying form two things have 
to be taken into consideration: the constitution of 
the human mind and the nature of the subject-matter, 
and these two things have to be taken into considera- 
tion not only in their general, but also in their parti- 
cular aspects—the infinite variety in the constitution 
of individual minds, and their different needs and 
inclinations ; and the infinite variety in the nature of 
subject-matter, and its different requirements and 
potentialities. 

If the reader keeps in mind the various points touched 
upon in this ¢¢ermezzo, he will understand how it is 
that Hauptmann and other writers on form give us 
less cause to quarrel with them in their general 
theories than in their criticisms of particular works of 
art. 


“ Wiele ‘and Hasemann have now weekly quartets. 
There we heard often the newest ones of Beethoven. I 
cannot tell you how they sickened me, not the first time, 
but the oftener I heard them, This merely rambling, 
unbounded manner produces a quite peculiar condition, 
so that one did not feel relieved till a Mozart’s or Haydn’s 
‘In seiner Ordnung schafft der Herr’ was played after 
them. Freedom appears only within the range of bounds. 
More might be said on this ; so much is clear to me, art 
has lost nothing by the death of Beethoven.” (August 25, 
1832.) 


These words must have shocked, and will shock, 
many. But they are explained by the idiosyncrasy of 
the writer, and even more by the date when they 
were written. 

After speaking in another letter of Berlioz’s 
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Symphonie fantastique and the works of Beethoven’s 
last period, Hauptmann proceeds thus : 


“In one word, it is a certain absolute egoism of feeling, 
a sentimental self-abandonment, which gives art-works of 
this kind existence and form (primeval form)—altogether 
without form they are not, but very often it is but I:ttle 
definite. . . . There is too much of the momentary 
accidental, subjective, in this modern manner. It is 
astonishing that these people are able to keep hold of 
such a thing and note it down, that it does not become 
something else under their hands or even disappear. /¢ 
has perhaps often more inner form than one notices; but 
that is not enough for me. It shall be intelligible not 
only to this composer in that mood, it shall accord with 
the general human [dem allgemetn Menschlichen), which 
is the poetic algebra in contradistinction to the prosaic 
calculation with figures—the former holds good in all 
cases, the latter only in a single one.” (January 31, 1836.) 


I recommend to the reader’s special notice and 
meditation the words of the above letter which I have 
italicised. They are pregnant with the most vital 
meaning. 


“ When one hears something of Haydn’s and Moaart’s 
or of the Italians, one is never reminded of rhythmical 
regularity, because it is always there, just as one does not 
feel in the state of health the members of one’s body, but 
only when one is ailing. Already in Beethoven one is 
occasionally reminded of the articulation ; but further on 
in this direction still oftener. There is, however, in this 
matter a too satisfying completeness which leaves this to 
be desired, that it leaves nothing at all to be desired. 
This is to be found in the continuation of Mozart’s direc- 
tion, where one always feels the predetermined, ready 
formal scaffolding. But the skeleton should always be 
only a deposit of the soft, in which is the life. This is 
what nature does. The artist will do well if he keeps 
together in his mind bodily structure and flesh.” 
(October 28, 1848.) 


These concluding remarks are again excellent. The 
same theme is taken up by Hauptmann in another 
letter written many years afterwards. There he says 
that music without an architectonic basis dissolves or 
becomes pulp, and that time has preserved nothing 
except what has such a basis. 


“This [architectonic basis] is not a scaffolding external 
to music, just as the animal skeleton is not there before 
the flesh, but the soft is there first and only subsequently 
settles in the firm. But the soft has already in itself the 
law of form according to which it must shape itself, as in 
the liquid the crystal form in which it will solidify must be 
predetermined, one salt assuming quite a different shape 
from another, and yet both being perfectly liquid and 
—_— of passing through the densest filter.” (January 19, 
1859.) 


With two short but very interesting quotations we 
shall now take leave of the subject of form. 


“The really artistic in an art-work is the formal of the 
content, the latter being the poetic element ; and if the 
Germanic nature is more poetic, the Frankish (by its 
language Greek-Latin) is in art as in life more artistic.” 
(June 24, 1838.) 


“Much becomes clear to me by the distinction of poesy 
and art as correlative with matter and form. It enables 


me to decide in what respect a thing is precious, in what 
respect insufficient or objectionable. Colloquially one 
may say at one time poesy and at another time art and 
both times mean the same thing, but in the stricter sens¢ 
they are opposites and the perfect is their mutual inter- 
penetration and union.” (April 3, 1835.) 


What Hauptmann says of great literary works is 
true also of great musical works. Their greatness 
depends indeed mainly on their suggestiveness, their 
procreativeness. The actual inherent force is doubled, 
trebled, and more in the effect. 


“What a poet of the right sort writes has an effect of 
its own : the further it is behind us, the more it spreads. 
What a space is taken up by Werther, Faust, and 
Wilhelm Meister—strictly speaking each takes up the whole 
space, the circles intersect without disturbing each other, 
as on the water when several stones are thrown in at the 
same time. Afterwards one hardly understands how all 
this can be contained in these few books. Nor is all this 
reaily to be found in them. Nay, it is the living and life- 
rousing idea that pervades them and operates endlessly 
beyond them.” (December 27, 1834.) 


After these high and chilling matters it will be 
delightful to come in contact with something more 
intensely human—to feel the beating of the heart and 
the warmth of life. Hitherto we have seen Haupt- 
mann as a man of thought ; now we shall see him as 
a man of feeling. In passing I may remark that his 
feelings were warm, but rather tender than passionate. 


“That the Zelter-Goethe correspondence pleases you 
gives me great pleasure. With others I do not care to 
speak about it—one hears too much nonsense. I am 
tired of the cursed ‘ /u/eressant sein’ [being interesting]. 
When the old, good, dear Zelter learns that his Goethe is - 
ill and writes to him and will not let his anxiety be seen ; 
when I see how the tears run down his cheeks, and he 
says not a word about it but makes a joke—then they 
come into my eyes too, and I let them flow, and am 
heartily delighted with Goethe, Zelter, man, friendship, 
and what is good. Isthis then not something better than 
what is interesting?” (February 24, 1834.) 

(To be continued.) 








WORCESTER MUSICAL FESTIVAL. 
THE Worcester Festival has come and gone, and when 
the reckcniag is made it will probably be found that the 
financial success has been greater than any which has 
occurred in recent years. Worcester is fortunately sur- 
rounded by a number of wealthy families who take a deep 
interest in all that concerns the good of “the Faithful 
City.” It is also a prosperous and thriving business 
centre, and easy of access from several large and busy 
manufacturing places. It is not so important as Bir- 
mingham, as far as its musical events are concerned, 
but as it possesses several of the most active members of 
the Birmingham Festival Committee as stewards, and as 
their advice and valuable help has been sought and ob- 
tained, the benefit of their experience contributed in n¢ 
slight degree to the success just achieved. Musically 
speaking there was much that was capable of improvement, 
For example, the constitution of the chorus might have 
been better arranged. The weakness of the sopranos, and 
the want of general balance, left much to be desired in the 
performances of the several choral works, both sacred and 
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secular. The practice of entrusting the conductorship tothe 
local organist is not always conducive to the best results, 
especially in the case of little-known works. It is hardly 
possible that the conductor can have acquired sufficient ex- 
perience to manage such an orchestra as is usually brought 
together. His ordinary avocations do not permit him to 
gain the needful skill by constant use that is likely to cul- 
minate in a brilliant discharge of his duties once in three 
years. Ofcourse there is a sentimental side to the ques- 
tion of his appointment and employment on these occa- 
sions, but this cannot be entertained when the smooth 
and accurate performance of the music is desired. Year 
by year audiences are growing wiser, they have eaten of 
the tree of knowledge, and know how to discriminate be- 
tween good and evil. The festivals have been in existence 
for more than a century and a half. They have exercised 
a great influence on art, and might do more. Their long 
continuance has gained respect for them. The present 
was the hundred and sixty-first vear since the first of the 
three-choir musical meetings. Notwithstanding the fact 
that the like musical advantages can be enjoyed in larger 
places within easy reach of Worcester, the meeting here, 
as well as at Gloucester and Hereford, the sister dioceses, 
will continue to be attractive for a long time to come, 
chiefly because of the beauty and associations of the 
sacred buildings in which they are held. It is incumbent 
upon the promoters, therefore, to keep pace with progress, 
and not to ignore the claims of the march of improve- 
ment. 

Worcester has always evinced a spirit of enterprise in 
one form or another. Here it was that the continuity of 
the festivals on the old plan was interrupted, in 1875, and 
a series of religious services provided instead. These 
were only successful in one point, a very commendable 
one, that of making the musical performances an integral 
part of a form of worship. From that time until now the 
performances in the cathedral begin and end with prayer. 
At Worcester, also, great importance is attached to the 
opening and closing services given with the assistance 
of the band and chorus. At the ordinary daily services 
during the week the members of the three choirs take 
part, and the music, as in the present instance, is selected 
from the works of the best English composers, living or 
dead. ‘These callfor no remark. The points most inter- 
esting to the musical world in the festival music proper 
were the performance of the Stabat Mater, of Dvorak, 
and the “ Mass in D minor,” of Cherubini. Neither of these 
works are new to a London audience, nor can they be un- 
familiar to the readers of the MONTHLY MUSICAL 
RECORD. The composer of the Stasat Mater con- 
ducted his own work, as he did also his Symphony 
in D, in the public hall, where the secular concerts 
are now given, and was welcomed by the audience 
with most demonstrative enthusiasm. The Jessiah, 
the £izjah, were performed in the cathedral, the first- 
named on Friday, as the final performance, the second 
on the evening of Wednesday in the cathedral. Gounod’s 
Redemption, which Co2s not improve upon: further ac- 
quaintance, attracted a large number of visitors, many of 
whom confessed they might have stayed away for all 
the pleasure or good they derived from the work. A 
se’ec.io 1 from S¢. Paul, Bach’s Cantata for Whitsuntide, 
which contains the famous aria “ My heart ever faithful,” 
but is in other degree little remarkable, Spohr’s 
“ Christian’s Prayer,” and Schubert’s “Song of Miriam,” 
words by the Rev. W. H. Milman, were the other items 
given in the cathedral. The evening concerts, which 
were marked by considerable taste and judgment in their 
selection, included an extract from Gluck’s Orpheus, 
several pieces of a most interesting order, and one new 








work written for the festival by Mr. C. H. Lloyd, organist 
of Christ Church, Oxford, and formerly organist of 
Gloucester. This work, Hero and Leander, is far 
above the average of short cantatas in point of merit and 
originality. It is written for a soprano and baritone soli, 
and a chorus and orchestra. The orchestration is most 
piquant and effective. The construction of some of the 
arias and choruses in the so-called old Greek modes in- 
parts a special life and character to a work which has all 
the qualities which should secure a long and widely-known 
existence. The composer conducted his work, and 
was, with it, received by great favour. The limits of space 
do not permit of the extension of a notice of the festival 
by the addition of details more or less to the purpose. It 
must be added, however, that the band was very good— 
Mr. Carrodus was leader—and that the soloists were Miss 
Anna Williams, Mrs. Hutchinson, Madame Albani, 
Madame Enriquez, Madame Patey, Mr. Boulcott Newth, 
Mr. E. Lloyd, Mr. Brereton, and Mr. Santley. Madame 
Albani startled many by her curious reading of the aria 
in Bach’s cantata, and her over-demonstrative vocalisa- 
tion, especially in the concerted music. The Rev. W. 
Knox-Little, Canon of Worcester, and the preacher of the 
festival sermon, also astonished those who heard him by 
the peculiarity of his illustrations, which did not display 
much musical knowledge, and by his classing musicians, 
by implication, among the apostles of culture, whom he 
declared were the apostles of sin and Satan. 








PARSIFAL: 
REFLECTIONS AND IMPRESSIONS, 
By Fr. NIECKS, 


WAGNER’s last product is regarded by many as inferior 
to those that preceded it, and by not a few as the work 
of a great man in his decline. Hans von Biilow is said 
to have described it as efigonenhaft, meaning that the 
master shows himself in this instance as a weak imitator 
of his better self. It would be unwise to accept these 
judgments without previous inquiry how they were 
arrived at. And such an inquiry, I think, would evince 
that most of them are founded either on a dislike to 
Wagner's system, or on an insufficient acquaintance with 
the work—namely, an acquaintance confined to the vocal 
score. That it is impossible to form a favourable opinion 
of Parsifal from the latter—which does not in any degree 
suggest the ideas realised, and the effects brought to light 
by an adequate performance—I myself have experienced. 
Indeed, so repellent was this presentment of Parsifa/ to 
me, that after a short study I laid it aside, fearing that 
otherwise I should become prejudiced against the work, 
and unable to appreciate it according to its merits when 
brought face to face with it.* 

Having heard Parsifa/ twice at Bayreuth, I venture to 
maintain that in this work Wagner has created a religious 
drama of the same rank as Die Meistersinger, the charm- 
ing comedy, and 7yistan und Isolde, the powerful 
tragedy, from which it differs only in kind, not in value. 
If it has not the humour and youthful, spring-like 
lyricism of the one and the wild romance and burning 
passion of the other, it has qualities of its own that 
counterbalance those which it lacks, necessarily lacks. 
In some respects Parsifa/ is even more perfect than any 
of Wagner’s previous works; in it he embodies his 
theories (or views, if you prefer the expression) in the 





* Did Hans von Biilow return from his long- postponed visit to the 
Bayreuth Biihnenfestspielhaus (paid at the beginning of August, and at the 
time announced by the German press) with his original opinion unchanged ? 
More than curiosity makes one, wish for an answer to this question, 
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most absolute and most masterly manner. That the vocal 
parts, unlike those of Die Meistersinger and Tristan und 
1solde, are strictly declamatory, and lyrical effusions, 7.e., 
sustained cantilenas, almost entirely avoided (the most 
notable exceptions are furnished by the choral portions), 
will by the majority of musicians and music-loving people 
be felt as a defect. Another feature of the work, on the 
ether hand, is sure to meet with general applause, if 
noticed and understood—this is the superior skill with 
which Wagner has here woven the various melodic 
elements (leading motives) into a web of wonderful beauty 
and harmoniousness. Inno previous instance has he 
succeeded in attaining the same degree of unity, in 
moulding the manifold into such perfect oneness, In 
Der Ring des Nibelungen this play with leading motives 
appears now and then forced, and in its general effect 
mosaic-like. The instrumentation, too, shows the very 
reverse of a falling off from its former excellence. A 
striking characteristic of the work in all its departments 
is a calm restraint, for the most part, no doubt, owing to 
the subject, but to some extent also to the natural progress 
of the artist— the master having learned to master himself.* 

I confess that rarely, if ever, a work of art has made 
so deep and elevating an impression upon me as Parsifal, 
As it is difficult to praise a work enthusiastically without 
‘seeming to depreciate others, I shall endeavour to ex- 
plain my words. I do not mean then that, for instance, 
Beethoven’s Missa Soiemnis and Choral Symphony are 
less sublime, Mozart’s Don Giovanni and Le Nozze di 
Figaro \ess delightful. What I wish to say is, the 
intensely religious spirit which pervades the work 
together with the adequate expression which this spirit 
receives through the harmonious co-operation of the 
various arts, affect the auditor-spectator (for ear and eye 
are alike appealed to) in a way that is quite unique: he 
is fascinated, enraptured, absorbed, and becomes filled 
with a nameless yearning, a boundless sympathy. But 
what is language when states of feeling have to be dis- 
criminated ! How avoid superlatives, those handy but 
dangerous linguistic tools ! 

The impression produced by Parsifal, however, is not 
wholly to be ascribed to the art of the poet-musician and 
stage-manager. A great share in its production has the 
subject-matter, which is of a nature that touches the soul- 
strings of all men. Often these strings are slackened 
and some of them broken, but very rarely indeed are they 
wholly irresponsive or torn without exception. Still, 
what a wonderfully cunning player is he who can make 
all the variedly conditioned instruments, the rickety as well 
as the sound, vibrate so sonorously and harmoniously ! 

Wagner’s last work is a mystery play—-a not inappro- 
priate conclusion to a poet-musician’s creative activity. 
{t treats of the old and ever new story of man’s fall and 
need of salvation. The hero of the play is a second 
saviour. In his personality are fused the Parsifal of 
romance and the Jesus of religion. Indeed, one is 
tempted to regard Parsifal as the final evolution of an 
idea conceived in earlier years, which the master aban- 
doned because of the impossibility of presenting it in a 
form that would not offend the religious. The curious 
should read in connection with this Wagner’s sketch of the 
projected drama Jesus von Nazareth in Eine Mittheilung 
an meine Freunde (Vol. 1V., p. 104, of his Gesammelte 
Schriften). To be sure, the difference is enormous ; but 
this circumstance does not dispose of the conjecture. 
The objectionableness of the above-mentioned fusion as 
well as that of the representation on the stage of the most 





* Some may think that this statement requires an explanation. As this 
explanation, however, is too complicated to be given em fassant in a foot- 
note, the reader has to take my statement on trust. 





sacred rites (Communion and Baptism), and of scenes of 
the crassest sensuality (Klingsor’s magic garden, act ii ). 
need not be pointed out. That Parszfa/, notwithstanding 
these objectionable features, dces not offend the religious, 
is the wonder of all who have only read the libretto, but at 
the same time a fact admitted by all, or nearly all, who 
have witnessed a performance. Only never-failing tact 
and the most favourable conditions can bring about this 
result. Risky on any stage, the mimicking of religious 
ceremonies would be absolutely revolting on the common 
operatic stage. At Bayreuth it is just these scenes which 
affect the spectator most powerfully; and why? Because 
these ceremonies are there performed with an earnest- 
ness, dignity, and solemnity, that make him feel their 
beauty and deep significance. Music, acting, scenic 
effects, &c., co-operate and do their utmost to be equal to 
the greatness of the themes, and thus hold up a picture 
of what ought to be. 

I called Parséfal a mystery play. With the mediaval 
dramatic works of this name it has, however, little in 
common beyond the main object, the edification of the 
audience. Still, its spirit is hardly modern. It has too 
little rationalism, too much mysticism in its constitution. 
Our age is above all severely logical, or at least pretends 
to be so. For this and other reasons the reading of the 
libretto is not likely to make a favourable impression. 
But when the charm of the living sout-ensemble comes 
over us, our nineteenth century logic and rationalism 
evaporate and leave us devout receivers of the mys- 
teries which are unfolded to us or enfold us. In short, 
in attending a performance of Parsi/al, we worship. 
It is undoubtedly a work that animates sluggish and 
awakens dormant religiosity. Some enthusiasts have 
even hailed it as a new religion. The existing Churches 
do not satisfy our spiritual cravings, they said, but here we 
get all we want. What madness! Art may be the hand- 
maid of religion, but can never be a substitute for it. On 
the other hand, I do not share the fear of those who 
think that the hearing of a work like Parszfa/ will rather’ 
have a weakening than a strengthening effect, in short 
lead to nothing but religio-sentimental intoxication. 

As an analysis of Parséfal would give but a false idea 
of the work, transform a living, organic whole into a 
thing of shreds and patches, I shall attempt no more than 
to point out a few defects and excellences—that is to say, 
what seem to me such. 

The weak side of Wagner’s latest works is the almost 
purely declamatory nature of the vocal music. “I should 
prefer to hear the music without the vocal parts,” was the 
simple but very significant remark which an unsophisti- 
cated neighbour of mine at the Wagner theatre made after 
the first or second act of Parsifal. The fact is, the decla- 
mation of the vocalists does not blend with the singing of 
the orchestra. Musical declamation is only a degree re- 
moved from plain recitation, and the combination of the 
spoken word, as exemplified in the melodrama, has been 
all but universally condemned. The justness of the above 
stricture makes itself more strongly felt in Parsi/a/ than 
in any of the preceding music-dramas,* not only because 





* The other work in which this defect makes itself most sorely felt is 
Der Ring des Nibelungen, where the epic, i.c., unmusical, element illegiti- 
mately preponderates. Die Meistersinger and Tristan und Isolde, on the 
other hand, are truly lyrical, z¢., melodious. These works, moreover, 
especially the latter, owe much of their impressive power to the compactness 
and unity of their poetic form. Wagner's practice did not always rise to the 
height of his purest theory —namely, that theory which was not dictated by 
his practice, a practice at times vitiated by individual tendencies and specu- 
lative whims. ‘The fullest realisation of his purest theory is to be found in 
Tristan und Isolde, the crown of his creative activity. Elsewhere Wagner 
forgot often that the music-drama can only deal with the essence of things, 
and that the relation of poetry and music in the drama must be one of 
mutual, not one-sided, concession. 
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the composer more rigorously excludes cantilenas, but 
also because the orchestral accompaniments (if I may use 
this misnomer) are more perfect. In so far as music is 
concerned in the Wagner drama, the orchestra plays the 
principal part, the singing of the actors amounts to little 
more than the proclamation of the programme. Indeed, 
the Wagner drama may be regarded as a kind of de- 
veloped programme-music illustrated by pantomime, 
scenery, &c., the declamation of the words being a 
necessary evil. 

The fesse and power of the orchestral comment on 
the action cannot be too highly extolled. It proves 
Wagner a symphonist of the first rank, for a symphonist 
is of course not necessarily a man who writes orchestral 
works in the style of Haydn, Mozart, Beethoven, and 
Mendelssohn. Had Wagner endeavoured to do so, he 
would probably have failed. But has he not produced in 
the Blu:zenaue of the third act a’ new pastoral sym- 
phony? Are not the Verwandlungsmusik and the 
Vorspiel (especially the former) truly symphonic compo- 
sitions? Many portions of Parszfal are separable from 
the whole, and could very well be performed as orchestral 
concert-pieces. Whether such a proceeding is desirable 
I somewhat doubt, for they must lose much by being taken 
out of their surroundings. Still, if not desirable, it is 
excusable, which a performance of the whole work in a 
concert-room would not be. 

The culminating point of Wagner’s musical genius is 
his power of characterisation, and the prominent quality 
of this characterisation lies in its force and sureness. But 
here an important question presents itself. Mayan ardzs¢ 
be characteristic at the cost of heauty? And if he may, 
to what an extent? I think Wagner has sometimes gone 
beyond the permissible limit. . One feels, however, little 
inclined to dwell on this question when discussing a 
work so rich in the happy interpretation of the most 
tender emotions, of which I will instance the playful 
insinuating witchery of the flower-maidens in Klingsor’s 
magic garden; the devoutness and love-laden religious 
yearning of the boys, youths, and knights, at the love-feast 
in the castle of the Grail ; and the heavenly, indescribably 
beautiful peacefulness of Good Friday. 

The invisibility of the orchestra is one of the most 
notable features of the Wagner Theatre, and recommends 
itself not only to other theatres but also to concert-rooms. 
But the being screened off, as the orchestra is at Bayreuth, 
placed considerably below the level of the auditory, and 
in part stowed away under the stage, has also its disad- 
vantages, which, however, especially in a theatre, are very 
slight in comparison with the greatness of the advantages. 
On the one hand, the movements of the players and con- 
ductor do not divert the attention of the spectator, and the 
orchestra is less noisy, and does not intercept the sound 
of the voices; further, the various instruments amal- 
gamate better with each other, and one does not pre- 
dominate over the others according to the position of the 
player and auditor. But on the other hand, the instru- 
ments lose something of their characteristic ¢mbre*— 
indeed, the brass instruments (which are placed farthest 
away under the stage) sound, especially in Azano pas- 
sages, as if they were muted. The reader knows, of course, 
that ¢mébre is in part owing to an admixture of noise 
(scratching, hissing, &c.), and also that noise is not carried 
by the air so well as tone. These facts explain both the 
oss of “mbre of the individual instruments, and the 
purity and mellowness of sound of the Bayreuth orchestra 
asa whole. 

So early as in 1862 Wagner writes at length, and in 








* Wagner did not regret this loss, 





detail, about the invisible orchestra de¢ween the stage and 
the auditory (in the “ Foreword to the publication of the 
poem of the Ring des Nibelungen,” see vol. vi., p. 388). 
Its actual position—namely, partly wader the stage, is due 
to accident. When the building of the theatre was already 
far advanced Wagner visited it with a friend (my infor- 
mant) who happened to be staying with him. This friend, 
on being shown the orchestra, at once pointed out that it 
could not hold the number of players required for the 
Ring des Nibelungen. The composer would not admit it, 
and became quite angry. Subsequently, however, he 
found out the truth of the criticism. The room occupied 
by the first row of seats in the auditory,and when that 
proved insufficient also the second row, was annexed to 
the orchestra ; but still more space was wanted. Then 
the architect proposed to build the orchestra under the 
stage, and, as there was no other way, Wagner agreed to 
this; and none was more surprised at and delighted 
with the result than our master. 

Parsifal is worth a visit to Bayreuth for the sake of the 
performance alone. Whatthere can be heard and seen 
cannot be heard and seen anywhere else. We find 
throughout individual excellence, and along with this 
what is far more precious, individual self-denial and 
subordination to the mind of the author—in short, an ideal 
ensemble. The minor parts, too, are in the hands of real 
artists. As to the stage arrangements, they are marvellous : 
every step and gesture—not only of the principals, but also 
of the chorus and supers—is studied, and studied so well 
as to seem spontaneous. The tasteful, picturesque cos- 
tumes leave nothing to be desired; and, with one excep- 
tion, the scenery may be unreservedly admired. The one 
exception is Klingsor’s magic garden, which the obtrusive- 
ness of paint deprives of illusion. The position of the 
singers relative to the modern music-drama as compared 
to the position of the singers relative to the old opera, is 
characterised by two incidents in Parsifa/. Kundry, who 
is almostduring the whole third act on the stage, has only 
two words to utter; and Parsifal has, in the first act, to 
stand on the stage nearly an hour, motionless and silent, 
with his back turned to the audience. What frima 
donna, what primo uomo of the old type, would have sub- 
mitted to such indignities ? 

Let me say a few words about this summer’s perform- 
ances. For three of the principal parts there were two 
performers, who appeared on alternate days. Parsifal 
was performed by Winkelmann and Gudehus, Gurnemanz 
by Scaria and Siehr, Kundry by Materna and Malten. 
For Amfortas there was only one performer—Reichmann. 
The performers of Titurel and Klingsor—Fuchs and Plank 
—exchanged these parts on alternate days. All these 
artists deserve high praise ; still, if I had to choose, | 
would have Fraulein Malten, not Frau Materna, for 
Kundry; Herr Gudehus, not Herr Winkelmann, for 
Parsifal; Herr Scaria, not Herr Siehr, for Gurnemanz. 
Between Gudehus and Winkelmann there is not much dif- 
ference, but there is some; and the former comes nearer 
to my ideal of the “ pure fool.” The superiority of Scaria 
lies in the suavity of his voice, the clearness of his utter- 
ance, and the dignity of his personation, Fraulein 
Malten’s performance of Kundry I hold to be decidedly 
finer than Frau Materna’s, The latter labours under the 
disadvantages of being rather stout and no longer in her 
prime, having, moreover, a very indistinct, thick pronun- 
ciation—one of the worst faults of a Wagner singer. Her 
rival, on the other hand, is blessed with all that youth and 
the graces can bestow. Only one word truly characterises 
Fraulein Malten’s performance, and this one word is 
“ poetic.” There was poetry in her singing, in her gestures, 
and in her looks. But what made her performance so 
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impressive was more especially its sincerity—she really 
dives the part. Both Herr Fuchs and Herr Planck secured 
respect for their musicianly qualities, and gave general 
satisfaction. As to the Zaubermddchen (of whom the 
solo parts were entrusted to the Fraulein Horson, Keil, 
Herzog, André, Galfy, and Belce), it is impossible to 
speak of them otherwise than with the greatest enthusiasm. 
The chorus, too, may be held up as an example for imita- 
tion. The only performer who fell sometimes short of the 
height of his theme and, I think, of his capabilities, was 
Herr Reichmann, who often sang terribly out of tune, and 
whose acting and singing was not always free from stagi- 
ness. But what shall I say of the orchestra and the two 
conductors, Lewy and Fischer? My vocabulary is ex- 
hausted. There remains, therefore, nothing but to say 
that they are above praise. 

The question whether these dramatic festivals at 
Bayreuth will continue, and continue unimpaired, is now 
much discussed. That they should continue I hold to be 
very desirable ; but that they will continue seems to me 
little probable. The inspiring, compelling personality of 
Wagner is no more. Who isthere that could replace him? 
The executants will gradually abandon themselves to their 
old selfish courses and little vanities, and before long— 
this brings us to the financial part of the question—demand 
the market value of their services, which many of them 
have donealready. Thus what at first was a solemn rite 
will become a commercial transaction and an artistic ex- 
hibition. As to the public, it has now learned to admire 
Wagner. But though it exalts to-day this master, it may 
run to-morrow after another, perhaps applaud a second 
Meyerbeer or Offenbach, at any rate feel in no way dis- 
posed to make pilgrimages. To deny the probability of 
this would be tantamount to denying that hu:nanity is 
human—z.e., superficial and fickle above al!. But it was 
so from the beginning, and will be so for ever more, 








CHRONOLOGICAL TABLES AND THEIR 
MATERIAL. 
By F, PAveEr. 
(Continued from page 201.) 
ITALIAN AND SPANISH COMPOSERS OF SACRED MUSIC, 


(About) 1600—(?). AGUILERA, SEBASTIAN DE; b. at Sara- 
gossa (?), d. there. Appointed as chapel-master of the 
cathedral. Composer of Magnificats for 4, 5, 6, and 8 parts, 
which appeared 1618. All other details are wanting. His 
birth seems to have been much earlier—1585 (?). 

(About) 1600—(?). Scaccut, Marco; b. at Rome, d. (?) in 
Italy. Pupil of Anerio (1560—?), Appointed 1618, in 
Warsaw, at the Court of King Sigismond III. of Poland 
(1566—1632), also by his son and successor, King Vladisiaw 
IV. (reigned from 1632—1648), after which he returned to 
Italy. Composer of madrigals (published 1634—1637), one 
book of 4, 5, 6-part masses (1638), a 12-part mass for three 
choirs (Berlin Library) 1664 ; and author of a polemic pam- 
phlet. Other details are wanting. 

(About) 1600—1652. Brum, GIACOMO FiLippo; b. at Milan, 
d. there. Organist and composer at the cathedral ; 4, 5, 6, 
7, and 8-part Magnificats ; motets, and ‘‘ Canzoni da suonar 
alla francesc 4 4 ed 8 voci,” Parnass. mus. Ferdin, Venice, 
1615. His birth seems to have taken place at least 15 years 
before 1600. 

(About) 1600—(?), NASCIMBENI, STEFFANO; b. at Mantua, 
d. there (?). Composer of Concerti ecclesiastici 4 12 voci 
(1610), and Motetti a 5 e 6 voci (1616). He must have been 
born before 1600—perhaps 1580 ? 

(About) 1600—(?). Srrozzt, PADRE BERNARDO, of the Order 
of Franciscans ; b. at Rome, d. there (?). Composer of motets 
A § voci (1618 and 1622); sacri concerti, messe, salmi, sin- 


voci, con basso continuo; and other works. Details ae 

wanting. 

(About) 1600—(?). BRUNELLI, ANTONIO; b. at Florence, d. 

there ; first appointed as chapel-master at the cathedral at 

Prato (Tuscany), later at San Miniato, Florence, and lastly 

at the private chapel of ‘the Court. Composer of motets, 

madrigals, 1 to 4-part ‘* Sacra cantica,” &c. Other details 
are missing, 

(About) 1600—(?). MAsSENz10, DOMENICO ; b. at Ronciglione 

(former Papal States), d. at Rome. Composer of motet- 

(1612—-1624), Magnificats, psalms, &c. His birth must fal! 

in the last decades of the 46th century. All details are want 

ing. 

(About) 1600—(?). GRANDI, ALESSANDRO; b. in Sicily, d. (?) 

Chapel-master at the Cathedral of Rimini (former Papal 

States): 1640 chapel-master at the Cathedral of Bergamo. 

His works were published between 1619—1640. (According 

to this, his birth must have been earlier). Composer oi 

masses, motets, psalms, &c., some of which are to be found 
in the collection ‘‘ Corolla missarum” (Domfridus). Other 
details are wanting. 

(About) 1600—(?). CHINFLLI, GIOVANNI Battista, b. (?), 

d. (?). Composer of 3, 4, 5-part masses ; ‘* Concerti 4 2, 3, 

e 4 voci,” and ‘ Motetti a voce sola.” All other details are 

wanting. 

(About) 1600—1667. RoveTTa, GIOVANNI; b. at Venice, d. 

there. Pupil and successor of Monteverde. In 1623 singer 

and 1627 second chapel-master of S. Marco, as successor of 

Alessandro Grandi ; composer of many motets, psalms, mad- 

rigals, &c. Became a priest, and entered the order of St. 

Sylvester. Teacher of his nephew, Giovanni Battista Rovetta, 

who took the name of Rovettino, Other details are wanting. 

(About) 1600—1662. MARAZZOLI (MARAZZUOLI), MARCO; b. 
at Parma, d. at Rome. In 1637 singer of the papal chapel, 
Beneficiary of the church S. Maria Maggiore, and ‘ Busso- 
lante ” (superintendent of the church ceremonies). Also excel- 
lent harpist (as such, member of the private chapel of Queen 
Christina of Sweden (1626—1689). Composer of oratorios, 
cantatas, madrigals. Other details are wanting. 

1602—1672. BENEVOLI, ORAZIO ; b. at Rome, d. there ; pupil 
of Ugolini (or Nanini, jun.), chapel-master of the Church 
S. Luigi de Francesi ; afterwards appointed, in Vienna, by - 
the Archduke of Austria ; returned 16460 to Rome ; chapel- 
master of S, Maria Maggiore, and lastly of St. Peter. Com- 
poser of masses, psalms, offertories, and motets for 12, 24, 
even 30 parts. (See Baini.) Noted as one of Palestrina’s 
worthiest successors. Some of his works are to be found in 
the collections of Martini (Saggio [I., 122), Rochlitz IL. 24, 
Fétis [., 144. 

1604—1688. FOGGIA, FRANCESCO; b. at Rome, d. there. 
Pupil of Cifra, Bernardo Nanini, and Agostini (his father-in- 
law). Held appointments at the Courts of the Palatine 
Ferdinand Maximilian (Cologne), and Archduke Leopold of 
Austria (Vienna), On his return to Italy he held appoint- 
ments in the churches of Naini and Montefiascone ; later at 
S. Giovanni of the Lateran ; 1661 appointed as chapel- 
master of San Lorenzo at Damaso, and 1677 chapel-master of 
S. Maria Maggiore, Rome. Composer of masses, 2—9-part 
motets, litanies, offertories, psalms, &c., printed 1640—1681, 
at Rome. (See Martini, Saggio II. 47, II. 54 ; also Choron, 
liv. 6, pp. 117 and 120). 

1604—1674. CARISSIMI, GIACOMO; b. at S. Marino (former 
Papal States), d. at Rome. About 1624 chapel-master at 
Assissi ; he returned 1628 to Rome, and became chapel- 
master of S. Apollinari Church, connected with the Col- 
legium germanicum. Teacher of Bassani (1657 (?)—1705), 
Buononcini (1640— 1678), Cesti (1625 (?)—1670), Alessandro 
Scarlatti (1659—1725). Originator of the Cantata da camera 
and composer of the oratorios ‘‘Jephte,” “ Judicium Salo 
monis,” ‘‘ Baltazar,” ‘‘Jonas.” These were published by F. 
Chrysander (Denkmiiler der Tonkunst IT., 123 pages). Some 
of his works are also to be found in the collections of Rochlitz, 
II. 5, Hawkins IV. 489, Gevaert II. No. 40. 

1606—1658. FABRI, STEFFANO ; b. at Rome, d. there ; pupil 
of Bernardo Nanini; 1648 chapel-master of S. Luigi de 





fonie, motetti, compiete, et antifone d 1, 2, 3, 4, 5, 6, 7, et 8 


Francesi ; 1657 of St. Maria Maggiore. Composer of 2, 3, 
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4 5-part motets (Rome, 650), and ‘Salmi concertati a 5 


voci”’ (Rome, 1660 
1609—1672. GRAZIANI, BONIFACIO; b. at S. Marino, d. at 
Rome. He held an appointment as chapel-master of the 


Jesuit Church of Rome; composer of 2, 3, 4, 5, and 6-part 
motets (Antwerp, 1652). Fétis mentions the titles of 24 dis- 
tinct books of motets, psalms, antiphonies, &c. 

(About) 1610—(?). CoLomMBo (DE COLUMBIs), GIOVANNI 
ANTONIO; b. at ‘Ravenna, d. at Venice (?). Belonged to 
the order of the Franciscans. Composer of motets (1643), 
Missa e Salmi 4 2 e 3 voci (1647), Compiete, Antifonia e 
Litanie 4 5 voci (1640), Syntaxis harmonica, 2, 3, et 4 vocum. 
All other details are wanting. 

(About) 1610—(?). SANCES, GIOVANNI FELICE; b. at Rome, 
d. at Vienna (?). Settled in Vienna before 1638; second 
chapelmaster under Ferdinand III. of Austria (1608—1657) ; 
first chapel-master under Leopold I. (1640—1705). Com- 
poser of motets, salmi brevi a 4 voci, 2, 3, 4, 5-part motets, 
antiphonae sacrae B, M. V., per totum annum. Details are 
wanting. 

(About) 1610—(?). CASATI, GASPARO; b. at Venice, d. at 
Novara (?). Chapel-master of the Cathedral of Novara (1650). 
Composer of concerti sacri, motetti concertati, messa a quatro 
(1643), missa e salmi concertati (1644), &c. All other details 
are wanting. 

(About) 1610—(?). 
Chapel-master of the Duke of Mirandola, Composer of 
**Sacrae laudes musicis concentibus contextae binis, ternis, 

| &c., vocibus ad organum concinendae,” Op. 3 (Antwerp, 
1642) ; Sacri laudi e motetti (1640). Details wanting. His 
birth must have taken place about 1600, as a theoretical 
work of his appeared in 1628, 

(About) 1610—(?). AVOSANI, ORFEO; b. at Mantua, d. at 
Viadana (?). Composer of masses, psalms, 5-part church- 


SABBATINI, GALEAZZO ; b. at Pesaro, d. (?). | 





concertos, &c. Details are wanting. 

(About) 1610—(?). PoLtmpori, ORTENSIO; b. at Camerino 
(former Papal States), d. at (?). Appointed 1621 as| 
chapel-master at Fernio, later at Chieti (Naples) and | 
Pesaro. Composer of masses, psalms, motetti, &c. Details 
are wanting. He must have been born before 1610, as he 
could not have had the appointment of chapel-master when 
only eleven years old. | 

(About) 1610—(?). TENAGLIA, ANTONIO FRANCESCO; b. at 
Florence, d. at Rome. Composer of sacred music. All 
details are wanting. 

1613—1693. PENNA, LORENZO ; b. at Bologna, d. at Parma 
(?). Composer of 12 masses, ‘* Messe piene a quattro ed 
otto voci se piace,” libro i. (1670), libro ii. (1677). Author 
of an essay on the church tunes, ‘‘ Direttorio del Canto 
fermo” (1689). Details are wanting. 

(About) 1620—(?). CorsI, GIUSEPPE; b. in Rome, d. there. 
Composer of 2, 3, 4, and 9-part motetts, an 8-part mass, and 
a 5-part miserere (Court Library of Vienna). Appointed 
1667 as chapel-master of Santa Maria Maggiore. 

(About) 1620—1698. PASSARINI (PASSERINO) FRANCESCO; 
b. at Bologna, d. there. B longed to the order of the 
Franciscans ; chapel-master’of the Franciscan church. Com- 
poser of psalms, antiphonies (1671), misse brevis (1690). 
Details are wanting. 

(About) 1620—1690. BERNABEI, ERCOLE GIUSEPPE; b. at 
Caprarola (former Papal States), d. at Munich. Pupil of 
Orazio Benevoli. From 1662—1667 chapel-master of the 
Lateran (Rome), from 1667—1672 chapel-master of the 
French church (St. Louis), as successor of his teacher, from 
1672—74; chapel-master of St. Peter (Vatican, Rome). 
In 1674 appointed by the Palatine of Bavaria, Ferdinand 
Maria (reigned 1651—1679), as Court chapel-master. Com- 
poser of 4, 8, 12, and 16-part masses, psalms, offertories 
(Library of the Vatican). See also Rochlitz, ii. 32 ; Dehn, 
Lehre vom Contrapunkt, p. 33. <A collection of motets 
appeared 1691 at Munich. 

(About) 1625—(?). LiBERATI, ANTONIO; b. at Foligno, d. 
at Rome. Pupil of Allegri and Benevoli. Appointed in the 
chapel of Ferdinand ILI. (1608—1657), and Leopold I. of 
Austria (1640—1705). In 1660 appointed as singer in the 








papal chapel—later as chapel-master of two Roman churches. 


Composer of oratorios, psalms. Author of an ‘‘ Epitome 
istorico della musica,” dedicated to the Pope Alexander VII. 
1599—1685). Other details are wanting. 
1625—1690.—LEGRENZI, GIOVANNI; b. at Clusone near 
Bergamo, d. at Venice. Pupil of Orazio Benevoli. Com- 
poser of masses, motets, psalms, &c. See the collections of 
Commer and Gevaert. Compare table of Organists. 
1630—Great Improvement in Double-Counter point. 

(About) 1625—(?). TARDITI, OrAzIO; b. at Rome, d. at 
Faenza (?). Until 1639 (49?) chapel-master of the 
cathedral of Forli, later at Faenza, where he was still 
active in 1670. Composer of many masses, litanies, psalms, 
church concertos, &c., mostly to be found in the library of 
the Bologna Conservatoire. 

(About) 1630—1680—(??). SAN ROMANO, CARLO GIUSEPPE ; 
b. at Milan, d. (?). Pupil of Turato and Grancini; ap- 
pointed as organist and chapel-master of Saint-Celse. Com- 
poser of “Il Cygno sacro,” motetti a pili voce (1668), and 
‘*Tl primo libro d’ motetti a voce sola” (1669), also 5-part 
and “double choir” psalms. Details are wanting. 

(About) 1630—1685. MONFERRATO, PADRE NADAL; b. at 
Venice, d. there. Chapel-master of San Marco and dis- 
tinguished composer of salmi concertati 4 5, 6, e 8 voci 
(1650), motetti concertati (1660), and many more motets 
published 1655—56 and 1673. Details are wanting. 

1631—1696.—ALBRICI, VINCENZO; b. at Rome, d. at Prague. 
Excellent composer and organist. Queen Christina of 
Sweden (1626—1689) took him to Germany ; appointed at 
Stralsund ; 1664 at Dresden, where he remained until 1680 ; 
for one year organist of the St. Thomas church of Leipzig ; 
from 1682 till 1696 chapel-master at Prague. Composer of 
a 10-part Te Deum, ‘‘Symbolum Niczum,” for 4 voices, 
with trumpets and kettledrums; the 150th Psalm, &c., for 
thesame. Many of his works, bought by Johann Georg II. 
Palatine of Saxony (1656—80), were destroyed by fire. 
Other details are wanting. 

(About) 1633 (1635 ?). PETROBELLI, FRANCESCO; b. at 
Bologna (Padua ?), d. at Padua (?). Chapel-master of the 
Padua cathedral. Composer of motets (1657), psalms (1670), 
motetti, antifone e litanie della Beata Vergine, & 2 voci 
(1677), psalmi breves octo vocibus (1684), salmi Dominicati, 
a 8 voci (1686). His Op. 24 was published in 1693, Venice. 
Details are wanting. 

Monteverde tries new Combinations of Chords, &c. 
(To be continued.) 








Foreign Correspondence. 


ee 
MUSIC IN VIENNA. 
[FROM OUR SPECIAL CORRESPONDENT. ] 
Vienna, Sept. 12th, 1884. 

VIENNA, being a very musical town, has many schools 
for music, where for the most part instruction for piano 
or singing prevails; but only one where the science of 
music in every branch is taught—the Conservatoire, 
founded in 1817 by the Gesellschaft der Musikfreunde, 
which itself was created only a few years previously, viz., 
in 1813. There are teachers for singing, solo and chorus, 
and every kind of instrument—piano, violin, violoncello, 
and contrabasso, the different wind instruments, harp, 
and organ; also for harmony, counterpoint, and com- 
position, Italian and French languages, elocution, poetry, 
and mythology, dramatic recitation, comedy, dance, and 
the art of fighting, history of music and of literature, 
chamber music, orchestral classes, and practice on the 
stage (operatic and dramatic schools). The /ahresbericht 
of the season 1883-84 shows 724 music pupils, and 34 for 
the Schauspielschule, of which 104 had not to pay any 
salary (Frezplatze) ; 74 pupils have finished their studies, 
of whom 14 received the silver medal—the highest prize 
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for the best pupils. There are 52 teachers, among whom 
15 are for piano, as that instrument is, of course, the most 
cultivated. The Conservatoire will re-open on Sep- 
tember 2oth. 

The Hofoper began its new season on July 16th. It 
was hard work to settle a programme, so many singers 
being absent, and only a few Gdste as makeshifts. In 
many respects were missed Frau Lucca, Frau Materna, 
Frl. Bianchi, Herren Winkelmann, Reichmann, Roki- 
tansky, Scaria, and many others. Herr Wiegand left for 
Hamburg, where he is now engaged ; Frau Papier and 
Frl. Lehmann have gone to Munich, to sing in the V- 
belungen-Tetralogie as Géaste; and Fri. Bianchi, an- 
nounced six or eight times, and as often countermanded, 
is somewhat irritated, so it is said, at not seeing her con- 
tract (binding her only for a year) already prolonged. No 
wonder that the first réles were often in hands good 
enough for a small theatre, but not for the opera in 
Vienna, where in summer time the visitors, being for the 
most part strangers, gain under such conditions but a 
poor opinion of the Institute. Even the ballet, which so 
often proves a help when there is an opera obstacle, is 
deprived, for two months, of its first ballerina, Frl. Cerale. 
In general such ballet evenings open with a good comic 
opera in one act; such works, on account of their rareness, 
are much valued, as, for instance, Zeannetten’s Hochzett, 
by Massé; Gute Nacht Herr Pantalon, and Der Hund 
des Gértners, both by Grisar; Die Alpenhiitte, by 
Adam ; Der betrogene Kadi, by Gluck, and others. As 
Gdste were heard Herr Linke, from Stuttgart, Frl. Anna 
Jager, from Niirnberg (formerly an operetta singer), 
Herr von Sigelli, Herr Luria, from the Vienna Conserva- 
toire, Frl. Regina Klein, and Fr!. Jenny Alt von Prague, 
Frau von Naday, the latter almost an “engaged Gast.” 
The two singers from Prague are well known in Vienna, 
particularly Frl. Klein, who sang ten years ago in 
operettas‘in the Carl theatre, and last year in the Hofoper. 
She was now a great help, and pleased again as Elisa- 
beth, Alice, Valentine. Fri. Alt had compassion on 
Rosine (Barézer), first announced with Bianchi, then 
with Naday. Fri. Jiiger was the most occupied, singing 
Valentine, Aida, Amalie (AZaskenéall), Recha, and is said 
to bea good acquisition for a second theatre. Herr Linke 
was well received as Arnold, Vasco de Gama, and Don 
José ; Herr Sigelli, singing Raoul and Eleazar, was but 
little pleased with Vienna. Herr Luria had just left the 
Conservatoire, where he was one of the best pupils; he 
sang for the first time on a great stage the rdle of 
Amonasro, and was much encouraged by applause. In 
the beginning of August Herren Winkelmann and Reich- 
mann arrived, and at the end of the month Herren Scaria 
and Broulik, the latter leaving Vienna'at the end of Sep- 
tember for Pesth. In September the ladies Papier, Leh- 
mann, and Materna, returned, leaving, therefore, still to 
come only Frl. Braga and Frl. Schlager (both ill), Frau 
Lucca who will, however, not return before December, and 
Herr Rokitansky, whose wife, an English lady, is very ill. 
Frau Materna, now engaged only for four months yearly, 
receiving for every appearance five hundred florins, began 
yesterday with Elisabeth, in Zannhduser, which showed 
the rare union of Scaria, Winkelmann, Reichmann, &c. 
Fri. Bianchi, at least better good-humoured, commenced 
on September rst with Violetta, followed by Katherina 
(Nordstern), and Lucia, and is announced to-day as Marie 
in the Regimentstochter, which opera has been given four 
times within six weeks! To-morrow will be the first 
rehearsal of Auber’s Maurer und Schlosser since 1855, 
when Fri. Tietjens sang the réle of Irma. It will be the 
ninety-third representation of that opera, first performed 
in Vienna in 1826. The ominous Ringtheater (or 





Komische Oper), however, remembers the opera well, 
where it was first heard in 1874, and often repeated. 

The Philharmonic concerts, conducted by Herr Hans 
Richter, will begin late ; and the programmes are not yet 
fixed. The concerts of the Gesellschaft der Musikfreunde 
beginning likewise late, also will be conducted, for the 
first time, by Herr Richter. The following works are 
announced for the first time :—Bach’s great mass (RB 
minor), and Hiindel’s Saz/, both to celebrate the two- 
hundredth anniversary of two musical heroes (Handel, 
born 1685, Feb. 23, Bach on March 21); Berlioz’s 
Te Deum, performed last summer in Weimar by 
the Tonkiinstler-Versammlung, will probably also be 
given. 

Operas performed from July 16th to September 12th :— 
Tell (twice), Martha, Hugenotten (three times), A/r- 
kanerin (three times), Mephistopheles (four times), Fie- 


gentle Holliinder (twice), Aida (twice), Gute Nacht Herr 


Pantalon (and a ballet, three times), Carmen (twice), 
Fiidin (twice), Das goldene Kreuz, Faust (twice), Reg?- 
mentstochter (four times), Profet (twice), Feannetten’s 
Hochzeit (and a ballet, twice), Maskenball (twice) Frez- 
schiitz, Troubadour, Barbier von Sevilla (twice), Aus der 
Hermat (and a ballet), Der Hund des Gartners (and a 
ballet, twice), Lohengrin, Tannhduser (three times), 
Robert der Teufel, Konigin von Saba, Violetta (Rigo- 
letto), Czar und Zimmermann, Orpheus, Der Nordstern, 
Templer und Jiidin, Lucia. 








OUR MUSIC PAGES. 


THE Polish Dances (Polnische Tianze) of Xaver Schar- 
wenka’s are all as charming as they are clever. We 
have chosen this month No. 13, a mazourka in B flat 
minor. The first section is very bold and effective, while 
the second, in the soft key of the subdominant, is 
graceful and tender. Scharwenka’s piano music justly 
ranks among the best which the present day has to offer; 
and when one thinks of Chopin’s original and poetical 
creations, nothing is more remarkable thar: the successful 
treatment of Polish dances by the former. In the form 
and rhythm of such pieces Scharwenka inust of course 
remind us of Chopin ; but his melodies, and especially his 
mode of writing for the piano, are essentially his own. 
The mazourka in B flat minor presents no serious difficul- 
ties. There wasa time when the key might have caused 
alarm to some players; let us hope that no one is so 
easily terrified now. 








Rebiews, 


_-2.— 


Deux Valses. Par XAVER SCHARWENKA, 

London: Augener & Co. 
NOTWITHSTANDING the many occasions upon which in 
this journal we have spoken in high praise of Herr 
Scharwenka’s compositions for the piano, it is with fresh 
pleasure that we welcome the opportunity of returning to 
a theme which is ever congenial. The present publica- 
tion, Opus 44, consists of two beautiful valses in E flat 
and D, each totally different in subject and treatment. 
Even though the form be familiar, there isa great amount 
of musician-like treatment which preserves them from 
being classed among the ordinary works of the style to 
which they belong by their title. Besides the invention 
which the composer exhibits, he proves himself to be a 
master of éechnigue, so that few could study these valses 
attentively without profit. 


Op. 44. 
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Canzonetle for the Pianoforte. Op.13, No. 2. 

L. Nicopfé. London: Augener & Co. 
THIS is one of the talented composer’s “ Italian Folk: 
dances and Songs” (/talienische Volkstdnze und Lieder) 
which have been before now discussed in the pages of the 
MONTHLY MUSICAL RECORD. We therefore need not 
again enlarge on it. It will suffice to draw once more 
the reader’s attention to composer and composition, and 
repeat summarily what was then said—namely, that it is 
a charming and effectively written composition. 


By JEAN 





Album for the Pianoforte. By A. LOESCHHORN. (Edi- 

tion No 8227, net, 1s 6d.) London ; Augener & Co. 
LOESCHHORN was no doubt incited to the composi- 
tion of this work by Schumann’s Op. 68. There is, 
however, no other imitation than that of the general 
conception. The twenty “melodious tone-pictures in 
progressive order (with carefully-marked fingering)” 
which make up the volume, are written in the easy, 
tuneful, elegant style that distinguishes Loeschhorn’s 
compositions. On the whole this album is not so difficult 
as Schumann’s, being freer from the technical awkward- 
nesses which so often bother the young and undeveloped 
pianists in the latter work. The progressive order of the 
pieces with regard to difficulty contributes much to the 
usefulness of this publication. 





Henselt-Album. Favourite Pianoforte Pieces by ADOLF 
HENSELT. (Edition No. 8166, net, 1s.) London: 
Augener & Co. 

HENSELT'’S praises have been sounded by the greatest 

pianists and masters of composition. The qualities 

which characterise him as a player-—marvellous execu- 
tion, exquisite refinement, and warmth of expression— 
are reflected in his works _ Henselt’s style is the brilliant 
modern cage style, with a dash of originality ; the 
nature of the melodic element is distinctly Germano-senti- 
mental (not in the bad sense). As to the selection before 
us, it contains eight pieces taken from the master’s studies 

(studies not of the dry kind) and from elsewhere. Their 

varied character may be shown by simple enumeration : 

“Chanson d’amour,” “La Fontaine,” “La Gondola,” 

“Chanson de Printemps,” “Repos d’amour,” “ Si oiseau 

jétais,” “ Berceuse,” and “ Petite Valse.” 





Faschingsschwank aus Wien. Phantasiebilder far das 
Pianoforte. Op. 26. By R. SCHUMANN. Carefully 
revised, fingered, and provided with instructive an- 
notations, by J. L. Nicopf. (Edition No. 8415, 
net, 2s.) London: Augener & Co. 

HERR NICODE's method of editing is most useful to 

students, and at the same time respectful to the author. 

Let us note briefly what the editor has done. He has 

fingered the music carefully. This is worth something, 

even much, but it is not the most valuable part of his 
work. Herr Nicodé has also accompanied the text with 
vesthetical and critical notes, and proposed here and 
there different readings. These different readings are 
introduced either for the sake of improving the text or 
facilitating its execution. Perhaps we do not always 
agree with the editor. But this does not matter, as he is 
wise enough not to impose his readings—that is to say, 
he does not incorporate them in the text, but prints them 
along with it. And, further, whether acceptable or not 

(and there are not many iastances in which they will 

prove unacceptable), his proposals and recommendations 
































































are always interesting. We may add that the notes are 
given in three languages—in German, French, and 
English. The reader will not wonder at our not saying 
anything at this time of day about the character and 
excellence of Schumann’s composition, or of its weak 
points, which cannot be denied. These matters, too, he 
will find discussed in Herr Nicodé’s notes. 





Concordia. “Weber.” A collection of works by standard 
authors, selected, fingered, revised, and arranged for 
pianoforte duet. By E. PAVER. (Edition No. 8536, 
net, 1s.) London: Augener & Co. 

THE present number consists of six duets by Weber for 

piano, the upper part of which is written without octaves. 

There is a Canzonetta in F, an Andante con Variazioni in 

G, Rondo in C, Minuet in B flat, Sonatina in C, and a 

Rondo in F flat, part of a series of which the previous 

numbers have been already issued and reviewed. For 

young players there are few more interesting, valuable, 
and instructive works than those included in the general 
series called “ Concordia,” and this number in particular. 





Alison. Valse ala Viennoise pour piano a quatre mains. 
Par J. RAFF. (Edition No. 6960, net, 1s.) London : 
Augener & Co. 

WHEN a man of genius chooses to express his thoughts 

in a form which is in common use, he generally manages 

to leave the impress of his individuality upon his work. 

This is especially the case with this “ Alison Valse.” The 

marked character of the work does not, however, interfere 

with the beauty of the workmanship, nor is that work- 
manship of such a nature as will deter amateurs from 
making practical acquaintance with its beauties. 





Cecilia. A Collection of Organ Pieces in diverse styles. 
Edited by W. T. BEsT. Book XV. (Edition No. 
8715, net, 1s.) London: Augener & Co. 

THE latest instalment of Cecz/éa contains twelve pre- 

ludes on Old English psalm-tunes by the editor of this 

serial publication, Mr. W. T. Best. Being musicianly, 
varied, and effective, they will recommend themselves to 
organists in quest of short pieces. The tunes—which 
appear now in the soprano, now in the tenor, now in the 
pedal, overhung, surrounded, or supported by a web of 
independent parts—are the following :—“ Lord, hear the 
voice of my complaint” (H. Purcell, 1690) ; “ Through 
all the changing scenes of life” (1620) ; “ All people that 
on earth do dwell” (1550) ; “‘ Give ear, Thou Judge of all 
the earth” (1562); “My soul, praise the Lord” (WW. 

Croft, 1720); “Thou turnest man, O Lord, to dust” 

(1562): “Hail! sacred feast” (S. Webbe, 1810); 

‘All praise to Thee, my God, this night” (T. Tallis, 

1562); “My soul for help on God relies” (H. Carey, 

1740); “Thy mercies, Lord, shall be my song” (W. 

Knapp, 1750); “Bow down Thy gracious ear (1562) ; 

“Oh, praise the Lord with one consent” (W. Croft, 1720). 

We may add that not only the stops are always marked 

in English and French, but also is the pedalling often 

indicated. 





Trio in C minor. For pianoforte, violin, and violoncello. 
By BRADBURY TURNER, Mus. Bac. (Edition No. 
9329, net 3s.) London: Augener & Co. 

IN selecting the form of the classic sonata as his model 

for the opening movement of his trio Mr. Bradbury 

Turner has done well, for he not only shows thereby his 
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respect for the traditions of the elders, but also his own 
ability to write with ease and facility in the form. He 
has done also wisely in not slavishly restricting himself to 
the chains of the form without proving that he can be 
modern as well as ancient in his sympathies. The first 
movement is long, but the cleverness displayed and the 
grace of the melodies shortens the length and makes it 
interesting from first to last. The “Andante,” though at 
the outset couched in the formal mode of expression of 
the last century, is still not without originality and passion. 
The “ Finale” is so exceedingly ably put together, that to 
the casual hearer it seems like a spontaneous and unpre- 
meditated utterance. The musician can appreciate the 
talent and knowledge requisite to conquer all the diffi- 
culties of this form of work ; the casual hearer can enjoy 
only the pleasures, and it is but just to say that there are 
many which deserve notice. 





Album pour Fite et Piano. Arvangé par S. GARIBOLDI. 
Vol. I. (CEuvres modernes. (Edition No. 7785a, 
net, 2s.) London: Augener & Co. 

OF the ten pieces in this first volume one only is by an 

un-named composer, a Romance, No. 9, of which no 

writer need be ashamed. The other pieces are by well- 
known authors, such as Schumann, F. David, Moszkowski, 

Hauser, Schubert, J]. Low, Henri Reber, A. Jensen, and R. 

Wagner. None of the pieces are arranged in a difficult 

manner, so they might be studied by moderate players 

with advantage. 





Twenty Progressive Exercises for the Violin, with the 
Accompaniment of a Second Violin. By JACQUES 
Dont. (Edition No. 7605, net, 1s. 4d.) London: 
Augener & Co. 

HERR DONT insists above all on the equal development 

of the strength, suppleness, and agility of the several 

fingers of the left hand, and the acquirement of a light 
easy action of the wrist of the right hand. The second 
violin has, of course, a double advantage : it adds to the 
interest of the composition, and serves as a support for 
the pupil. Of these, as of the master’s other studies, we 
may say that they are admirable material for practising, 
for the development and perfecting of the technique. 

Their proper place in a course of study is before Kreut- 

zer’s “ Etudes ;” but where the technique has been neg- 

lected they will come in usefully at a later stage. Herr 

Dont, as the reader may know, is a highly-esteemed 

violinist and teacher of the violin at Vienna (born in 

1815). Leopold Auer was a pupil of his before he went 

to Joachim, and he owes much of his admirable technique 

to his earlier master. 





Album. Pour violon et piano, Arrangé par FR. HER- 
MANN. Vol. V. (Edition No. 7322e, net, 2s.) Lon- 


don : Augener & Co. 

THE arrangements of pianoforte pieces for violin and 
pianoforte contained in this volume are in no way inferior, 
neither in execution nor in interest, to those of the pre- 
ceding one. As the several compositions are not unknown 
to the readers of THE MONTHLY MUSICAL RECORD, we 
shall confine ourselves to quoting the contents, which 
run as follows :—“ Barcarole” (J. L. Nicodé), “ Spring- 
flower” (Gade), “ Phantasiestiick” (X. Scharwenka), 
“Mazurka” (Chopin), “La Fontaine” (A. Henselt), 
“Etude” (David), “Romance” (A. Rubinstein), “ Hun- 
garian Sketch” (Volkmann), “Alla Tedesca” (Spohr), 
“Tears ” (Reinecke). 





Stx Airs Nationaux. Pour le violoncelle, avec accom- 
pagnement de piano. Cahier ]. Par SEBASTIAY 
LEE. (Edition No. 7703, net, 1s.) London: Augener 
& Co. 

IN the first book, which ‘alone is before us, are contained 

a Roumanian, a Russian, and an Arabian air. Mr. Lee’s 

arrangements are pleasing and easy, but his additions are 

by no means the best parts of these pieces. The Russian 
air, No. 2, one of the best-known and most charming of 
foreign folk-tunes, is undoubtedly the pearl of this book. 





Exercices de doigts systematigues (Systematic Finger- 
Exercises) Jowr le Violon. Par C. COURVOISIER. 
(Edition No. 7603, net, 1s. 6d.) London: Augener 
& Co. 

THIS work, which is emphatically what it calls itself, 

“systematic,” has for its object the drilling of the fingers. 

The great majority of violin students labour all their 

lives under the disadvantage of not having laid a proper 

technical basis. They are comparable to orators and 
actors who have not learned to pronounce correctly and 
naturally the vowels and consonants of the alphabet, or 
to dancers who have begun to dance before being able to 
walk and move their limbs properly. Herr Courvoisier’s 
motto may be said to be—‘ Practise carefully.’ How 
carefully he wishes the student to practise is evidenced by 
one of his prefatory remarks, where, with regard to the 
word “silent,” which here and there occurs in the exer- 
cises, he says :—“ ‘ Silent’ means that after having tested 
the accuracy of the intonation, the bow is laid aside and 
the back of the violin placed by the right hand before the 
chest, thereby bringing the fingers of the left hand under 
the eye, so as to observe: (a) that the moving finger 
always falls on the same spot, (é) that it rises and falls 
perpendicularly, (c) that the other fingers remain firm and 
immovable, (@) that the hand and thumb are in the most 
suitable position for the performance of each exercise.” 
The author begins his book with the prefatory remarks 
alluded to, which are of an explanatory and admonitory 
nature. Next he gives a “ review of all possible finger- 
ings” (in the first position). The body of the work is 
divided into six chapters, respectively headed : (1) Exer- 
cises on one string ; (2) Exercises on two strings ; (3) Exer- 
cises in various stopping ; (4) Exercises on three strings ; 

(5) Exercises on four strings ; (6) Exceptional fingering. 

In conclusion, we warmly recommend this carefully 

thought-out publication to violin teachers and learners. 





Buds and Blossoms. Twelve two-part songs for treble 
voices. By FRANZ ABT. (Edition No. 8961¢, net, 
Is.) London: Augener & Co. 
IT was a pretty idea to write a series of simple duets, each of 
which should be in praise of some special flower. This idea 
Mr. Oxenford, the author of the words, has successfully 
carried out on his part, and the composer hasalso, as usual, 
done his share of the work right well. The titles of the songs 
are, “ The Daisy,” “The Forget-me-not,” “The Violet,” 
“The Bluebell,” “ The Primrose,” “Clover,” ““The Wood- 
bine,” “The Poppy,” “The Daffodil,” “The Eglantine,” 
“The Lily,” and “The Hawthorn,” and the imaginative 
may trace a certain appropriateness of sentiment in each 
flower, while all will find them things of beauty which may 
prove to be joys for ever. 





The Moon. Ode for female voices. 
SMITH. (Edition No. 9070, net, Is.) 
Augener & Co. 

WITHOUT any great pretensions, the setting of the ode 


Music by SEYMOUR 
London : 
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is pleasant and easy to sing. The vocal parts make no 
exacting demand upon the voices. There are little bits 
of melodious solos to interest the singers and afford that 
contrast which is the life of a continuous work. ‘The 
accompaniments are simple and very effective, and there 
is no reason why the ode should not become a favourite. 





Late. Ballad by J. ALEXANDIR. 

& Co. 
THERE are very pretty words set with suitable music, 
enforced by emphasis of style, first with quiet simplicity, 
then with a growing passion, as the sentiment of the 
words requires. It is, moreover, very vocal, and could be 
made very effective. 


London: Augener 





Two Songs, By H. B. en. London : Augener 
Co. 

THE first is a sea or yacht song for baritone or bass, 
flowing in melody and bright and dashing in style, so as 
to fulfil the cond.tions it aims at. The second song is a 
“ Cradle Song” for contralto, ingenious and noteworthy 
in treatment, well laid out for the voice, and having a clever 
accompaniment. E. A. Huber is the author of the words 
of both songs. 


ree 


The Vale of Tears (Thrinen). A poem in five parts by 
Adelbert von Chamisso ; composed for a voice, with 
pianoforte accompaniment. By MoriTz MOSzKOWSKI. 
(Edition No. 8864, net, 1s. 6d.) London: Augener 
& Co. 

MOSZKOWSKI’S theme is a sombre one; but those who 
like or do not mind this will find in “The Vale of Tears” 
something to stir and interest them. Herr Moszkowski 
relies rather on harmony than on melody. At any rate, 
it is his harmonies that attract our attenticn first; in 
fact, we cannot help regarding him as a daring man far 
excellence in this most daring age. Many an honest 
teacher of harmony will shake his head doubtfully—nay, 
sadly—at this and that extraordinary combination of 
sounds ; but the more artistic observer will note the 
numerous touches of character and poetry. 





Songs of the Flowers. By Ciro PINSUTI. 

illis. 
THESE are twclive two-part songs for trebles, with words 
by Mr. E. Oxenford. The composer, who has written 
many charming songs, here shows us that his store 
of melody is not yet exhausted. The extreme sim- 
plicity of the pieces before us, the natural—nay, we 
may almost say familiar—strains, would, perhaps, 
cause many to look upon them with indifference, if not 
disdain ; but the object of the composer in writing them 
must be taken into account. The absence of difficult 
intervals or rhythms, the attention paid to the compass of 
each voice, and the support constantly given to the voices 
in the accompaniments, all point to the fact that the songs 
are intended for performers of moderate ability, and for 
listeners who take pleasure in flowing melody and simple 
measure. That the composer has not been able to pro- 
duce anything particularly novel or original is scarcely to 
be wondered at. Geniuses of the highest order have found 
it most difficult to express noble thoughts in simple 
language. Of the twelve numbers the most interesting 
are, “ Mignonette,” “The Heliotrope,” “The Hyacinth,” 
and “ The Dahlia.” 


Patey & 


History of Music. By EMtL NAUMANN. Translated by 
F. PRAEGER, edited by the Rev. Sir F. A. GORE- 
OUSELEY, Bart. Parts XVI., XX., XXIII. London: 
Cassell & Co. 

THESE three parts continue the work, and bring it by 
instalments nearer to its stated completion. The pictorial 
illustrations are interesting even if they do not seem to be 
wholly appropriate. The last part (No. 23) only brings 
music as far as the reign of James I. ; so it is difficult to 
see how the work can be completed, as originally 
stated, in twenty-four parts. 








Concerts. 


—@— 
PROMENADE CONCERTS. 


THE Covent Garden concerts are called “ Promenade,” 
but on classical evenings, at any rate, there are many 
who do not stroll about, but sit down and listen attentively 
to the music. Public taste is improving; and if the 
“classical” programmes were a little shorter and the 
performers always first-rate, we believe that the Wednes- 
days would really be the most popular nights. Asa rule 
the Richter concerts, including the interval, are less than 
two hours in length, but at Covent Garden the first part 
alone of the programme occupies two hours. It is better 
to give the public too little rather than too much. 

On Wednesday, September 3, Hermann Goetz’s 
beautiful symphony in F was performed, and Mr. A. 
Gwyllym Crowe deserves praise, not only for choosing a 
work so seldom heard, but also for the careful manner in 
which it was interpreted. There were certain things 
not satisfactory, but, as a whole, the rendering was fair. 
Chevalier Leon E. Bach played the Adagio and Finale 
from Beethoven’s E flat concerto; there may be one 
particular style in which he excels, but it is certainly not 
the “classical.” Besides the pieces mentioned there 
were Bennett’s overture, “The Naiades,” and the Hell- 
mesberger arrangement of Handel’s “Largo.” Miss 
Anna Williams and Mr. Santley were the vocalists. 

On Wednesday, September 10, the programme com- 
menced with Reinecke’s interesting Vorspiel to “ King 
Manfred.” Miss Josephine Lawrence then played Men- 
delssohn’s Capriccio in B minor with orchestra. There 
was not sufficient brilliancy and dash, but for all that 
she managed to please the public, who were not satisfied 
until she returned to the platform to bow acknowledg- 
ment. A Miss Nellie Carpenter played the slow move- 
ment and finale from Mendelssohn’s Violin Concerto. 
The young lady is decidedly clever, but her interpretation 
nevertheless left much to desire in the matters of tune 
and tone. Much allowance must however be made for 
one who is evidently a débutante ; she would have shown 
discretion had she selected a less exacting piece. Beet- 
hoven’s Pastoral Symphony was the piece de résistance 
of the evening, but the performance was not a very steady 
one. This was the week of the Worcester Festival ; the 
accomplished leader, Mr. Carrodus, was absent, and we 
believe also some other members of the band. Miss 
Clara Samuell sang Spohr’s ‘Rose in thy beauty,” and 
was enthusiastically encored. The other vocalist was 
Mr. J. Maas. 

On Wednesday, September 17, the programme again in- 
cluded Goetz’s symphony in F, and most encouraging was 
it to hear the really enthusiastic applause at the end of 
performance. For it must be remembered, Mr. A. G. 
Crowe gives all the four movements, not even omitting 





repeats. Of course in acting thus he only does his duty 
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to the composer ; but he deserves a fair amount of praise 
for not yielding to the temptation of cutting and clipping 
the classics as other conductors have done. 

Signorina Gemma Luziani (premier prix du Conserva- 
toire de Paris) played Beethoven’s concerto in C minor. 
She is young and clever, and in time may make a good 
pianiste 

Madame Patey sang Beethoven’s “ Creation’s Hymn,” 
and was vociferously encored. Mr. Barrington Foote 
was also very successful with his songs. The overtures 
performed were “Zauberfléte” and “Ruy Blas.” We 
say nothing about the second part of the programmes 
which on the three evenings mentioned consisted of 
popular music, and the successful novelty, the “ See- 
saw ” vocal waltz sung by Mr. Stedman’s children’s choir. 








FMusical Potes. 


—@— 

THE Paris Opéra Comique opened on the Ist of September 
with Bizet’s Carmen. Such was the concourse of would-be 
auditors that many had to be refused admission. In the 
course of October Mlle. de Adler will make her appear- 
ance in Mignon, and Lakmé and Manon will be respect- 
ively resumed with Mlle. van Zandt and Mme. Heilbron. 
Other works already performed or in prospect are: Le 
Pré aux Clercs, La Flite enchantée, Galatée, Le Calife de 
Bagdad, Le Barbier de Seville, and M. Poise’s Joli Gille. 

AT the Opéra Charles Widor’s ballet La Korrigane has 
been resumed, and is now alternately performed with 
Dubois’s Za Farandole. All the réles of Zaéarin are now 
distributed ; the last was given to Mlle. Adéle Hervey, 
who lately made her début as page in Les Huguenots. 
There is a talk of reviving Gluck’s Armide. Gounod, 
who was asked to retouch the instrumentation, wisely de- 
clined to undertake this ungrateful labour. 

AT the Nouveautés they are rehearsing a new operetta 
by Hervé, Za Nuit aux soufflets. Le Chapeau de paille 
a’Jtalic is being performed at the Variétés. The Folies- 
Dramatiques have opened with the resumption of Bado/in, 
and the Bouffes-Parisiens with that of Za Mascotte, which 
will be followed by Wenzel’s Le Chevalier Mignon. 

HERE are a few details about the performances of the 
Ring des Nibelungen at Munich, of which we spoke in 
last month’s “ Musical Notes.” There were two series of 
them—the first one on the evenings of August 19, 20, 22, 
and 24; the second on the evenings of August 26, 27, 29, 
and 31. The performers that took part in them were: 
Frau Vogl (Brinnhilde), Frau Weckerlin (Sieglinde, in 
the first series), Fraulein Lili Lehmann, of Berlin (Sieg- 
linde, in the second series, and first Rhine-daughter and 
voice of the forest-bird), Fraulein Rosa Papier, of Vienna 
(Fricka), Fraulein Dressler (Freia and Gudrune), Fraulein 
Blank (Erda and Waltraute), Fraulein Marie Lehmann, 
of Berlin (second Rhine-daughter), Frau Lammert, of 
Berlin (third Rhine-daughter) ; Herren Vogl (Loge and 
Siegfried), Niemann, of Berlin (Siegmund), Betz, of Berlin 
(Wotan), Gura (Ginther and Wanderer in Siegfried), 
Grahl, of Mannheim, instead of the indisposed Schlosser 
(Mime), Fuchs (Alberich), Siehr (Fasolt), Kindermann 
(Fafner, Hunding, and Hagen). All accounts we have 
seen speak favourably of these performances. The corre- 
spondent of the Signa/e, whilst giving high praise to the 
executants, remarks that the scenic arrangements left 
much to be desired. He says also that the excellence and 
go of the performances increased as they proceeded—the 
second being better than the first, the third better than 
the second, and so on. 





AT Posen was performed with success a German trans- 
lation of the Polish composer Moniuszko’s [1820—1872] 
opera Ha/ka. Hofcapellmeister Radecke was sent thither 
to hear it and report as to the advisability of putting it on 
the stage of the Berlin opera-house. Ha/ka was first 
performed at Warsaw in 1858. 

CAPELLMEISTER TAUBERT, of Berlin, celebrated, on 
September 19, his golden jubilee as conductor, he having 
for the first time acted as such on Sept. 19, 1834, at the 
first performance of his opera Die Zigeuner. 

Gounon’s Philemon and Baucis was heard, and pleased, 
last month at Dresden. 

THE opera /ugedorg, by Paul Geisler, was announced 
for performance at the end of September, in Bremen. 

THE report about Liszt having lost his sight is wholly 
without foundation. It is said to have been set agoing 
by the Paris Gau/ois. 

August Wilhelmj’s Hochschule fiir Violinspiel (High 
School for Violin Playing) will be opened at his villa on 
the Biebricher Strasse, near Wiesbaden, on the first of 
next May. 

POLLINI, who has given up his project of a grand 
American tour, had, consequently, to pay Madame 
Materna, who was engaged by him, the sum of 10,000 
florins. So at least say various papers that have come 
under our eyes. 

AT the congress of musicians lately held at Brussels 
the question of pitch was discussed. Agreement with 
regard to a normal pitch could not be arrived at, so the 
a’ of 870 single or 435 double vibrations will remain as 
before the prevailing pitch in Belgium. 

AMONG the signers of the petition sent to Prince Bis- 
marck which we mentioned last month—a petition for the 
introduction of a normal pitch in Germany—are to be 
found Brahms, Goldmark, Jadassohn, and d’Albert. 

CHEVALIER VAN ELEWYCK was made an officer of the 
Belgian Leopold Order; M. Keuse, the director of the 
Orphéon Royal, of Brussels, a chevalier. 

SOME new works to be performed in the coming 
Italian season :—Per i/ Capello, by Luigini Ricci ; 
Grasziella, by Luzzato ; // Cid, by Coppola; Aktos, by 
Finotti; A/ba Barozzi, by Paolo Giorza; Giudetta, by 
Count Solieri ; A/avion Delorme, by Ponchielli. 

THE small Thuringian town, Stadtilm, will next spring 
honour her son, the song-composer A. G. Methfessel, by 
the erection of a monument. 

A FRENCH theatrical company left Brest on the 25th 
of August for Saigon, the Government giving them a 
free passage, and a guarantee of 1,000 francs for each 
performance. 

AN American lady, Signora Carlotta Bessone, has been 
engaged, with a salary commencing with 15,000 mark, 
for the Berlin Opera-house. 

THE court photographer, Louis Held, of Weimar, has 
published a photograph of “ Liszt in his study,” and also 
one of a group of 134 musicians who were present at the 
last Tonkiinstlerversammlung (Congress of musicians). 


NEW BOOKS :—Parts 9 and 10 of Dr. W. Langhans’ 
Geschichte der Mustk (Leipzig : F. E. C. Leuckart). Dzée 
Lehre von der Harmonie in lustige Reimlein gebracht und 
deren eifrigen Schiilern zur Starkung des Gediichtnisses 
eindringlich empfohlen (The theory of harmony put into 
merry rhymelets, and urgently recommended to zealous 
pupils for the strengthening of their memory), by Felix 
Draeseke (Leipzig: Riithle und Milkuhn). /’ Académie 
royale de musique au X VITIe siecle, by Emile Campardon 
(Paris: Berger-Levrault), JL’Guvre dramatique de 
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Berlioz, by Alfred Ernst (Paris : Calmant Lévy). Meyer- 
beer aux eaux de Spa, by Albin Body (Bruxelles : Rosez). 
A double part has appeared of Henri Viotta’s Dutch 
Lexicon, extending from “ Simonetto” to “ Tausig.” 

CAPELLMEISTER DE HAAN, of Darmstadt, has com. 
pleted an opera, Dre Kazserstocher. The libretto treats 
of the story of Eginhard and Emma. 

A TABLET will be affixed to the house No. 42 in the 
Rue Mazarin, opposite the Rue Guénégond. It was 
there that Cambert’s Pomone was performed on March 
1¢th, 1671, which date marks the commencement of the 
Académie de Musique, vulgarly called the Opéra. 

AT Vincenza died the composer, theorist, and teacher, 
Francesco Canneti (b. 1809). Besides other compositions 
he produced three operas: Emilia, La Duchessa di 
Bracctano, and Francesca da Rimint. He is also the 
author of a treatise on counterpoint (Zrattato di Con- 
trappunto—Milan : Ricordi). 

FROM Paris is announced the death (at Bellevue) of 
Charles Comte, a son-in-law of Jacques Offenbach, and 
late director of the Bouffes-Parisiens. 

A NOTICE in the MONTHLY MUSICAL RECORD (July 
number, p. 153) concerning a monument (Haydn in full 
figure in marble, and larger than life-size), completed by 
the sculptor Heinrich Natter, and intended to be placed 
in the Esterhazy Garden at Vienna in the Mariahilf suburb, 
where is to be found the house in which Haydn lived and 
died, having attracted the attention of Mr. G. C. Pigott, of 
Brixton, London, that gentleman has forwarded a donation 
of £5 to the committee of the Haydn memorial fund. 

THE Gesellschaft der Musikfreunde in Vienna intends 
to celebrate the 200th anniversary of the births of Bach 
and Handel (1685, 21st March and 23rd Feb.) by giving 
a programme including Bach’s B minor Mass and Handel’s 
Saul; and probably also Berlioz’s Te Deum for three 
choirs, lately performed at Weimar, and first given at 
the St. Eustache Church, Paris, on April 30, 1855, under 
the composer’s direction. 

Mr. MAX PAUER has been nominated Professor of the 
Pianoforte at the Conservatoire of Music at Karlsruhe, 
which is under the patronage of Her Royal Highness the 
Grand Duchess Louise of Baden. 

THE Raff Conservatorium of Music at Frankfort-on- 
the-Maine, of which Dr. Hans von Bilow is president, 
re-opened at the beginning of September. The profits of 
this institution are given to the widow of the illustrious 
composer ; and we may also mention that Dr. Biilow, for 
the sake of Madame Raff, gives instruction for one month 
during the year free of charge. 


ANSWER TO_CORRESPONDENT. 


LECTOR.—The Vio/a Jomposa, invented by Bach, which 
had five strings, was tuned thus, C, G, D, A, E. The Bary- 
ton (viola di Bardona) for which Haydn wrote so many 
pieces, had 6—7 strings and 14—16, and even at times 
18 strings of copper, steel, or iron wire. The Viola di 
spalla was an instrument of five strings ; sometimes it 
had only four, tuned like the violoncello. The Viola di 
gamba, similar to the violoncello, had originally five 
strings, later a sixth was added, and in the seventeenth 
century still a seventh. These seven strings were tuned 
thus, A, D, G,C, E, A, D. The music for the Viola pom- 
posa was written in the bass and tenor clefs, The in- 
strument was vot held between the knees. Bach’s sixth 
suite for violoncello is written for an instrument with 
five strings (tuned like the strings of the Viola pom- 
posa) ) but it is not certain whether Bach intended it for 
that instrument or for a violoncello with five strings— 
for in his time violoncellos were to be found in this form. 















































BREAKING UP OF SCHOOLS.—The following 
Music is more particularly suitable for performance at the 
breaking up of Schools, or at Musical Parties :— 


gogo ABT, F. Little Red Ridinghood (etisteechen) For 
Soprano and Alto Soli, Chorus of Female or Boys’ Voices, 
with Pianoforte accompaniment aa a _ — 
Vocal Score. E. «.. a 3 0 
go40a —— For the same. Book of Words, containing Recitation 
and Words for Music. 12mo .., ooo ° 6 
— Cinderella (Aschenbridel). For. Soprano ond Alto 
Soli, Chorus of Female or Boys’ Voices, with Pianoforte 
accompaniment and Recitation (ad 6.). Vocal Score. 


ao: &. 
net. 


go4t 


go41a —— For the same, Book of Words, containing Recitation and 
Words for Music. 12mo °o 6 
90442 —— Little Snow-White (Schneewittchen) for ‘Soprano 
and Mezzo-Soprano Soli and Chorus of Female Voices, with 
eg oe accompaniment and Recitation (ad 4.). Vocal 
ore oe ee 
g042a —— For the same. Book for Recitation .. ave 
9043 ——_ The Hermit’s Femme wow Voices. 
Written by Edward Oxenford ... wo & © 
9044 —— Riubezahl. A Cantata for Soprano ond. ‘Alto So! 0s 
and Choruses of Female Voices, with = 
Connected by Declamatory Recitations, Op. 5 En- 
lish Version, from the German of ecamue rancke 
Cher Musius), by W. Grist. Vocal Score .. - a 2 
90444 — for the same. Bookof Words. 12mo . + 0 6 
99445 —— The Golden Link, A Cantata for Ladies’ Voices, 
Wate by Edward Oxenford. Vocal Score ; 20 
HAYDN, Toy Symphony. Arranged in G major for 
Treble oices, Pianoforte, and 8 Toy Instruments. Full 
Score and Complete Parts ven me ove one “wt 
— Vocal Parts to ditto ° 4 
(The Toy Instruments for tuning to be had of the Publishers. J 


goso —— M.F. Little Christmas. A Village Legend, 
dies’ Voices. Adapted by W. Chalmers Masters ... 
gosoa —— oak of Words pa o 4 
gosz2 REINECKE, C. Little Snowdrop (Schneewittchen). 
For Soprano and Alto Soli, Chorus of Female or Boys’ 
Voices, with Pianoforte enema and Recitation (ad 
ib.). Vocal Score. E. 3 0 
g052a —— For the same. Book of Words, containing Recitation and 
Words for Music. 12mo “ oe o 6 
953 —— Little Rosebud, or the Sleeping Beast ‘Qe 
Bo toi For Soprano ‘and Alto Soli, Chorus of Female or 
Bo oices, with Pianoforte ‘enn and Re- 
cation (ad ié.). Vocal Score. E.... 3 0 
9053¢—— For the same. Book of Words, containing Recitation 
and Words for Music. t2mo .., o 6 
-— bg (Aschenbrédel). For even rano 
and Soprano Soli, Chorus of Female or Boys’ Voices, 
with Pianoforte onmemeenene and Recitation (ad /id.). 
Vocal Score. E. ... oe 3 0 
g0s4a —— For the same. Book a Words, containing Recitation 
and Words for Music. 12mo ... ooo eve o 6 
g0s5 —— The Enchanted Swans (Die Wilden Schwane). 
For Soprano, Alto, and Baritone Solo, Chorus, and Piano- 
forte Accompaniment (with ms 2 Horns, and ime 
ad lib.). VocalScore .. 3 
9055@ ——For the same. Book of Words, r12mo *e « © 


gos6 —— Bethlehem. A Sacred Cantata for San ~ 
Alto Soli, and Chorus Female Voices. Op. - 
Vocal Score “ o § © 


qo76 —— Good-luck and Bad-luck  (Gticksking = Pech- 
vogel). A Fairy Opera in Two Acts for Female Voices 
Solo and Chorus), with Pianoforte Duet Senpepeene, 
p. 177. English and German Words oo 3 0 
9057 RHEINBERGER, J. Poor Henry. A Comic "Cantata 
for Boys’ Voices; with Pianoforte accompaniment, and 
acting Characters. Vocal Score with complete Words. E. 1 6 
9155 —— The Daughter of Jairus. Cantata, for Soprani 
and Alti Soli, Chorus of Female or Boys’ Voices, with 
Pianoforte accompaniment. Vocal Score. E. 4. see ° 


Lonpon : AUGENER & CO., Newgate Street and Regent Pl 


O* PRACTICAL EDUCATION IN MUSIC. 


By E, PAUER, Principal Professor of the Pianoforte at the Royal 

College of Music, Guildhall School of Music, &c. :— 

1. Musical Talent and its Development (Nos. 145, 146, Recorp). 

2. The Art of Teaching (Nos. 147, 148, REcorp). 

3. The Art of Practising (Nos. 149, 150, REcorD). 

4. On the Choice of Pieces (Nos. 151, 152, RECORD). 

5. 

6. 


ow 
no 


an 


924 


92414 


x 
° 


9054 


°° 





The Musical Course (153, 154, RECORD). 
The Art of Reading at Sight, and of Development and Playing 
by Memory (Nos, 155, 156, REcoRD). 
4 in Vol. XIII. of the Montuty Musicat Recorp (1883). 
Bound, net 3s. 


London: AUGENER & CO., Newgate Street and Regent Street. 
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RYSTAL PALACE.—FACULTY or MUSIC. 


Professor E. Pauer, Sit Julies Benedict, E. Prout, B.A., A. J. Eyre» 
Otto Manns, Robert Reed —_ & F, Bridge, Mus. Doc., Dr. J- 
Stainer, M.A., Signor Rizzelli Mme. St. Germaine, Mme. M. ’Pereiva, 
Miss A. Roberts 
Regulations for Professional Students (Ladies) of the undersigned, in 
the Office of the School of Art, Science, and Literature, the Library, 
Byzantine Court. 
F. K. J. SHENTON, Supt. Educational Department. 


THE ORDER FOR 
HE BURIAL OF THE DEAD, 


Pointed for Chanting. By Ropert Seary Gence, — London 
Novetto, Ewer, & Co. Price 3d. 








HE VOYAGE OF. LIFE. —Descriptive | 


Cantata for Mixed Voices, S.F., 6d. ; O.N., 2s. 6d. To be had | 
from the Author, H, Davigs, Garth, Ruabon, 


(List of other works to be had had on application. ) 


Just Published. 
ONGS OF THE BELLS.” Twelve Two-Part 


Songs for Treble Voices. Words by Epwarp Oxenrorp ; Music 
by Franz Ast. Illustrated with Portrait of the Composer. Price rs. net. 


MeEtuven, Simpson, & Co., Dundee. Patey & Wituis, London. 








HAkrow SCHOOL MUSIC, by Joun FARMER. 


Organist and Music Master to Harrow School. 


ORATORIO, “Christ and His Soldiers.” 
Cloth, 4s. ; Paper Cover, 3s. ; Book of Words, 2d. 
Orchestral parts complete, 6s. 


CINDERELLA. A Fairy Opera. 


Cloth, 6s. Paper, 4s. 
BOOK OF WORDS. Illustrated by HeywoodSumner. 


Cloth, 2s. Paper, rs. 
GLEE BOOK. Vols. I. and II. Cloth, 4s, each. 


Part SONGS FOR PuBLIC SCHOOLS, 
Being a cheap edition of above. 
Vols. I. and II., in paper covers, 1s. 6d, each, 


SONGS. Vols. I. and II., cloth, 4s. each. 
SINGING QUADRILLES. 


ist Set. ack and Jill,” ary 2 - 

and Set. umpty Dumpty,” &c., duet # —, 1s, 

3rd Set. Henioe Quadrille, ve Joh n P Peel, cc. 

ath Set. Singing Quadrille, “‘ Boys and Girt hie, +» 1S. 
List and ful quienes may be obtained on application. 


Harrow: J. C. Wicsze, Bookseller to Harrow School. 





TO SCHOOLS, Just published. 


ATALOGUE OF WORKS suitable for PUBLIC 


PERFORMANCE at the Breaking-up of Schools, Musical 
Parties, & &c. _London, AUGENER & Co., Newgate Street, E.C. 


HEORETICAL AND PRACTICAL VIOLIN 


SCHOOL. By Epmunp Stncer and Max Setrriz. Vol. I., in 
2 Books, each, net, 7s. ; Vol. II., in 2 Books each net, 8s. (Cotta’s Edition), 
—London: AUGENER & Co., Newgate Street and Re gent Street. 


THE COMPLETE PIANOFORTE WORKS OF 
FRED. CHOPIN, 


Reprinted from the celebrated Russian Publication, which was 
revised, fingered, and carefully corrected after the Parisian, English, 
and German Editions by CARL KLINDWORTH 

In 6 Blue 4to Vols., with Portrait and Preface (8,075@ to /), 
each, net, 6s. ; or, very handsomely bound, with gilt edges, &c., 
in Three Vols., complete, net, £2 12s, 6d. 

Also published in the following 4to Books :— 


s. a. | s. a. 














Pianoforte and Orches- 
net 3 ’ tra. Pianoforte Part | 
8077 Sonatas a wm met 5 o| 


London; AUGENER & CO, leona Street - Regent Street. 


net 
8c71_ Rondos and Scherzos 


8079 _ 14 Waltzes... net 2 6 | 8072 Impromptus and Fan- 

80845 11 Polonaises net 2 6 | tasias 1 6 

8c83 51 — dae = 3 6 | 8073 Berceuse, Barcarolle, 

8081 19 Nocturn 3 0 | and six other Works 

8068 Studies rom a net 2 6 
net 4 0 | 8076 Concertos and other 

8c70 Ballades r 6 | Works originally for 


OUND OCTAVO VOLUMES OF PIANO 


FORTE MUSIC. Elegantly bound in cloth, gilt sides and edges 
suitable for Presents or Prizes :— 


No. Net. 
8010 BACH, J.S. 48 Preludes and Fugues (Das oninagune £ad 
Klavier). Edited by E. Pauer _... ° 7 


BEETHOVEN, L. v. Complete Pianoforte ‘Works. With’ 
Historical Remarks, &c. Edited by E. Pauer :— 

8030 ~=—- Voli. I, 38 Piano Sonatas. With Illustrated Biography, 

Portrait, Metronome, and Historical Notes to each 


Sonata ... o 7 6 
8032 Vol. II. 21 Books of "Variations, 16 Books of smaller 
Pieces, and 4 Piano Duets ... wow @7 G 
8078 CHOPIN, ¥. Waltzes. Edited by E. Pauer °o 40 
80880 —— Nocturnes, (EF, Pauer) .., e~@.¢ 
8082 —— Mazurkas. (E. Pauer) ... - i ° 5 0 
8084 -—— Polonaises. (E. Pauer) . eve we 0 @ 6 
8160 HAYDN, |, Complete Pianoforte Solo Works. Edited “ 
Fing ered by E. Pauer, with Portrait, Biography, &. E. o 8 6 
8231 MENDELSSOHN’ S WORKS. (Pauer.) Vol. I. Con- 
certos, Capriccios, Rondos, &c. Op. 25, 40, 22, 29, “3 o 4 6 
8232 Vol. II. Op. 5, 6, 7, 14, 15, 16, oe ‘i o 4 6 
8233 Vol, IIT. Op. 33> 35> 54, and 9 other Works o 4 6 
8234 Vol, IV. Songs without Words. For each Piece a 
Poetical Motto ... ooo oes o 4 6 
MOZART, W. A. Complete (63) Pianoforte Works :— 
8asr Vol. I. 22 Sonatas, with Portrait, Illustrated Biography, 
Metronome, Historical Notes, &c. (Pauer) .., o 6 6 
8252 Vol, II. 21 Books of Variations, 12 smaller Pieces, and 
his 8 Piano Duets. (Pauer) o 6 6 
SCHUBERT, FRZ. Complete Pianoforte Solo Works :— 
8384 Vol. I. Piano Solo Sonatas, with Portrait, Biography, 
Historical Notes, &c. (Pauer) o 7 6 
8385 Vol. II. Fantasias, Impromptus, ‘Momens Musicaux, 
Dances, and Variations. (Pauer o 7 6 
SCHUMANN, R. Complete Pianoforte Solo Works, with 
Portrait, Biography, Historical Notes, &c. Edited by 
E. Pauer :— 
84or Vol. I. Op. 1to 12 0 8 o 
8402 Vol. If. Op. 13 to 21 ove wn om “ °0 8 o 
8403 Vol. ILI. bi 22 to 68 ove ee eos os °o 8 
8404 Vol. IV. . 72 to 134 0 8 o 
8410 SCHUMANN -AL BUM. of 56 Original. Pieces, with Advice 
to Y oung Musicians, Portrait, &c. Revised by E. Pauer o 5 6 
8470 WEBER, M. v. Complete (23) Pianoforte Solo Works, 
with ate Biography, Historical Remarks, Metro- 
nome, &c, Edited by E. Pauer .., eee = « 0 6 6 


AUGENER & CO’'S EDITION.—8679. 


CHAMBER MUSIC 
FOR VIOLIN SOLO, WITH PIANOFORTE ACCOMPANIMENT 


Selection from the Solo Sonatas of Corelli, Tartini, Bach, and Handel. 
e Pianoforte Accompaniment (constructed upon the origina! bass) 
and Marks of Expression, Bowing and Fingering, 


By HENRY HOLMES. 


Quarto Vol., price, net, 2s. 6d. 


t. Corelli, A. SonatainG minor. No. 5. Op. s. 

2, —— Fromthe Tenth Sonata. Op. 5. a, Preludio adagio ; 4, Sarabanda 
largo; ¢, Giga in F. 

3: —— Sonatainc. No.3. Op. 5. 

+ Handel, G. F. Sonata in G minor. 

5. —— 4, 'Larghetto i in A minor; 4, Gavotte in c, 

6. Bach, j. S. Minuetto I°e Giga, from Sonata in g. 

7. Tartini, G. Allegro assaiin c min. From the Eighth Sonata. Op. 1. 

8. —— Allegro moderato inG min, From the Tenth Sonata. Op. «. 


‘* There is a growing desire to become acquainted with the treasures of the gent ~ 
the musical legacies lett to posterity by the ‘mighty masters of days gone by. 
knowledge of some of the writ:rs whose works Mr. Holmes has drawn upon was not on 
long since confined to their mere names. It is the characteristic of musical enterprise, 
whether in the provider or the purchaser, to make intimate acquaintances of those whom 
heretofore were knowr. on'y by name, therefore all undertakings of a nature like the 
present, deserve and should receive, nay, more, should be able to command encourage- 
iment.’ 


New Edition of 


A°S"2 ER & CO”S CATALOGUES. 
Part I, Pianoforte Music (with degree of difficulty marked), 
Part II. Organ and Harmonium Music. 
Part III. Vocal Music (with the highest note in each song marked), 
Part IV. List of AuGeNER & Co.'s Edition of 800 Cheap Volumes, 
consisting of Instrumental and Vocal Works. 


To be had gratis on application, 0 post free for 14d. 
DUCATION for YOUNG LADIES at Frankfurt- 





o.-Main.—A Lady, long resident in England, and well acquainted 
| with refined English life, wishes to receive a few more Pupils at her residence, 
healthily situated. A comfortable home, with every facility for learning 
languages and cultivating accomplishments, is offered. References to be ex- 
changed.—Apply by letter to “E.U.,” AuGENER & Co., 86, Newgate Street ; 
or to Miss UNGER, 20, Simmering ‘Strasse, Frankfurt-o. Main. 
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STUDIES and EXERCISES for the Pianoforte. 


(N.B. FOLIO EDITIONS with ENGLISH FINGERING.) 


BACH, S. 48 Preludes and Fugues ome wohltemperirte 

Klavier). Edited by E. Pauer. Bound., a 

—— The same, in 2 Books each, net 

BERENS, H. Pianoforte Studies, Revised and the Fingering 

su plemented by E. Pauer. Zach book 
ooks I. and II, 20 Easy Studies, without Octaves. 

Books III., IV., V.,and VI. The Newest School of Velocity 
for the Piano, consisting of 40 Exercises with special 
regard to the left hand, to develop the equality, indepen- 
dence, and velocity of the fingers. 

Books VII. VIII., and IX. Studies, preparatory to the 
Works of Old and Modern Composers. 

Books X., XI., and XII. 30 Poetical Studies, Collection 
of melodic, expressive, and characteristic pieces for those 
who wish to prepare for the Works of the Modern School. 

Books XIII. and XIV. 6 Characteristic Studies. 

Books XV., XVI., and XVII. The Scales, Chords, and 
Ornaments, 28 Studies. 

Book XVIII. The Culture of the Left Hand, 46 Exercises. 

— Liebessehnen. Chantd’amour. Etude. Revue par E, Pauer 


BERGER, L. 12 Studies. (C. Engel.) E. (No. 8054)... . net 
— H. ogee 7 sat 29. -“ Studies (Pauer), com- 
piete oes 
Or in 2 Books ooo ». each 
—— Op. 100. 25 Easy and Progressive Studies, complete 
Or in 2 Books 
CHOPIN, F. Complete ( (27) Studies. 


Revised and and the Siescdae 


supplemented by E. Pauer. E. (8085) ... oe = Net, 


Or singly— 
Op. 10. 12 Goat Studies, dedicated to F, Liszt : 
Books I. and I each 
Op. 25. 12 aac “dedicated to the Countess d’ Agoulk : 
3ooks III. and 1V = each 
Book V. 3Studies_.. : 
Also to be had in ‘single numbers. 
Etudes, Reprinted from the celebrated Klindworth Edition. 
The final Revise by Xaver Scharwenka (Foreign Finger- 


ing): 
Op. 10. Douze grandes Etudes... ove eee 
Op. 25. Douze Etudes a ee 


Trois Nouvelles Etudes a 
Op. 28. Vingt-quatre Preludes ... 
Studies and Preludes after Klindworth. (No. 8068.) ° C. net 
CLARK, SCOTSON. First Steps in Pianoforte Playing. — 


net 
CLEMENTI. M. ‘Gradus ‘ad Parnassum. A Selection of Studies, 
Revised and Fingered by Carl Tausig. 3 Books each 
‘The same, bound with Portrait. (Edition No. 9995)... _ net 
CRAMER, J.B. 42 Studies. Revised, as to the proper mode of 
Practising them, etc., by E. Pauer. 4 Books each 
— 60 Studies. Selected, Revised, and the Fingering Supple- 
mented by E. Pauer, With Portrait. (Edition No. 8106). 
Bound net 
— Useful Extracts for ‘the Pianoforte, consisting of Scales i in 
the major and minor keys, Exercises, etc, ... 
—— The Pupil’s Daily Exercise 

CZERNY, C. Op. 261. 101 Exercises or Elementary ‘Studies, 
complete... *s ove 
Or in 2 Books we. each 
— Op. 299. The School of Velocity: onthe Pianoforte, — 
Or in 3 Books _ ... “ 
Op. 337. 40 Daily Studies, for the attainment of a aaa 

style and freedom in execution, complete... ano 
Or in 2 Books wes each 
First Instructor in Pianoforte Playing (Premier Maitre de 
Piano). 3 Books. (Edition No. 8114a,4,c)... each, net 
DOEHLER, TH. Op. 30, 12 Grand Studies os 


ENGEL, CARL. Pianoforte School for Young Bogianers. 
(8126). E. one ove t 
E. (8126a—d) ons each, net 

net 


= same in Four Parts. 

he same, bound in clot 
GURLIEE C. The First Lessons. 348 | Short Pieces, “Op. 7. E. 
Grateful Task (Erholungsstunden). 26 Original Pieces in 
all the major and minor keys, the melodies constructed 
upon the five notes, for Pianoforte Duet. Op. 102. 3 Books 


AT 


each 

— Biliithen und Knospen (Budsand Blossoms). 12 small Pieces 

designed as Introductory Studies. Op. 107. C. (8147) net 
HELLER, STEPHEN. Op. 29. LaChasse. (Pauer)... 

Op. 96. Grande Etude de Concert 


HENSELT, A. Op. 6. The Fountain, Etude, (Pauer) 

—— Op. 13. La Gondola, Etude. (Pauer es es 

—— 12 Grand Characteristic Studies. Op.2. Revised by E. 
Pauer. (8165) rt eee ove oo = Net. 


HERZ, H. Exercises and Scales 
Singly : Exercises, 2s. Scales ... 
Collection ° Scales, Exercises, &c. 
(8171) ... oe 
—— Scales and Exercises. Augmented and Revised by sn 
Farmer, With English and French Text. C. (8172) net 
ion < J. N. 10 Etudes (Chosen from his Works by 
z “ee 
HUENTEN, F F. Elementary Exercises, 2 Books, E. ee 


Revised by L. ‘Kohler, 


each 
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JENSEN, A. Romantic Studies. 
Pieces. Op. 8. 2 Books. (8 85a, 
KALKBRENNER, F. 12 grand Studies. (Pauer.) E. 
Indispensable "Scales in the four positions, and in all major 
and minor keys. E. 
KIRCHNER, TH. Preludes. Edited ‘by John Farmer (Harrow 
Music School Se ries). 2 Books. (8197a, 4). C. ee each 
KOEHLER, L. Studies. Revised by E. Pauer. E.: 
Book I. First Studies, forming a basis of execution 
Book II. Daily Task "for Advanced Pupils. Exercises on 
runs through all major and minor keys, intended for an 
equal development of both hands, in place of the usual 
Scale Exercises... 
Book II. New School of Velocity for F practice in brilliant 
passage playing. First Part ... ooo ove 
Book IV. Idem. Second Part .. 
Books V. and VI. Special Studies for Piano Tuition, progress. 
ing from moderate execution up to concert proficiency each 
—— Op. 289. 30 Studies on English, Scotch, Lrish, and Welsh 
Melodies. 4 Books . ww. each 
KRUG, D. Short Practical Course of Pianoforte Playing. | 
KULLAK, TH. Hints on the Art of Modern Pianoforte Playing 
to be used with Moscheles’ and Cramer’s Studies. E. (G205} net 
LAHMEYER,C_ Daily Exercises. E. 
LEE, MAURICE. Etudes Chantantes. 


LOESCHHORN, A. Op. 118. 
the higher technique. 3 Books 
MAYER, CHARLES. Op. 31. 6 Studies. 
Or ‘singly : : Nos. 1 to 5, each as. 6d. ; 
MENDELSSOHN. Study in F minor. 
MOSZKOWSKI, M. 3 Concert Studies. Op. 24. E. (8247) net 
NEW GRADUS AD PARNASSUM. | 100 ‘Seudies for the 
Pianoforte, Selected. Revised by E. mae. 
Sect. a. Scales and Velocity. 
h. Studies in Thirds and Sixths .. oui 
c. School of the Shake... ove eee oes 
p. School of the anaes * sso 
E. Wrist Studies... we e 
F. School of Octaves en eee ooo eee 
G 
H 
“A 
K 


A Cycle of 17 Pianoforte 
.» _each, net 


(8211) . 

C. 2 Books. (8215a, ") 
eac 

Studies aad the Development of 

each 


“(Pauer) 
0.6 eee 
Edited by E. Pauer ... 


8331 
8332 
8333 
8334 
8335 
8336 
8337 
8338 
8339 
8340 


. Studies in Chords <d ove 

. Extensions »n Arpeggio Chords ‘nie 
School of Staccato wae ove 

. School of Legato 


= 





. School for the Left Hand ae 
i he same Works singly in roo numbers. 

NICODE, | ae il 12. 
minor) ‘i 

Op. 21. Q rois Etudes (F sharp minor, F ‘major, "and p minor 

PACHER. J. A. Le Ruisseau. Etude de Salon .. 

‘PAUER, E. TRAINING SCHOOL, Compiled for the purpose 
of ‘Training the Pupil in the Elementary Stages to Concert 
Playing. E. 

Section A —Studies :— 

First Step. Fifty very easy Studies in c major (Treble 
Clef) followed by Ten easy Studies in c major (Treble and 
Bass Clef) ... 

Second Step. 24 Preparatory Five- Finger ‘Exercises, fol- 
lowed by 18 Studies of Velocity 

by a Exercises and Studies on the Shake and the 

Fourth Step Daily Practice, followed by} 11 Classical Studies 

Section B.—Lessons. 

First Step. Fifteen very easy Pieces in c major (in Treble 
Clef) followed by Nine easy Pieces in c and A minor 
(in Treble and Bass Clef) 

Second Step. Twenty easy Pieces i in ‘G, F, ’D, B fat, and 
Aminor... 

Third Step, Eighteen, Pieces in & flat major, A Major, C 
minor, and F sharp minor 

Fourth Step. _ Pieces by Clementi, Mozart, ‘Dussek, 
Kuhlau, and Schubert ... = 

Section C.—Recreations. 

First Step. Thirty-two National Airs in c major (Treble 
Clef) followed by Eight National Airs in c major and 
G minor (Treble Cle) sss 

Second Step. ‘20 Old Dances” (Allemande, Anglaise, 
Bourrée, Les Buffons, Chaconnes, Courante, Forlane, 
Gaillarde, Gavotte, Gigue, Hornpipe, Miuet, Musette, 
Passecaille, Passepied, Pavana, Polonaise, Rigaudon, 
Sarabande, Tambourin) ... 

Third Step. 28 Modern and National Dances (Walzer, 
Styrian Dances, Liindler, Mazurka, Fandango, Monferrina, 
og &c.) .. “e me 

— THE CULTURE OF THE LEFT HAND. A Collec- 

tion of Useful and Practical Exercises for giving strength, 

firmness, independence, and suppleness, to the es Be i 

Book {. 185 short Five-Finger Exereises for Daily Practice. 
46 Exercises by Hermann Berens _... 

Book II. Moderately difficult Studies by, ‘Greulich, L. 
Berger, H. Berens, Czerny, Pauer, &c., for the Left Hand 


only 
Book. lil. Studies for the two hands, with special ‘regard 
to the Left Han 


Ssanibeat on ‘next pony 


See separate ie. 
Deux Etudes (c sane ann, and c 


on on 
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Studies and Exercises for the Pianoforte (coutinued): 


PLACHY. Op. tor. 
represented in 24 Studies :-- 
ee I. 


eee eee eee °o 3 
ook II. : ees 3 
PRUDENT, Tr, E. L’ 'Hirondelle. “Etude. Revue et doi gte e ep. ar E. 
or ° é 
pone RGE R, ‘JOSEPH. “Op. 9. ” Concert Studies ° - 
— sr © 3 
RUMMEL, J. Ten Etudes vs a ok 5D 
SCARLATTI, D. 50. Harpsichord Lessons. Fingered by E. 
Pauer Bound in cloth (8379), net, 6s. 6d. E . net oO 4 
SCHARWENKA, X. Studies and Preludes. 2 : Books. ww. each o 4 
rp Staccato Study, in & flat °o 3 
SCHMITT, 6 Studies. . Edited by Robert Barnett > 4 
ee Studies eee °o 9 
Part I. P reparatory Exercises ;.. « @ 3 
Part II. 20 Studies oe cee se ony je a 
SCHUMANN, R. Op. 3. Etudes ee les Caprices de Paga- 
nini. (Pauer. ) 8vo. (6403) . ; net o 1 
—-- Op. 10. Six Studies after P ‘aganini’s Caprices. (Pauer.) 
(6410)... owe os - met o 1 
—- Op. 13. Etudes en Forme ‘de Variations. (Pauer.) (6414) 
net o 1! 
—— Op. 56. Six Studies tor the Pedal Piano. (Pauer.) (6428) 


STEIBELT. 48 Studies. 4 Books. E. 
WOLLENH AUPI, H. A. Study of Velo. rad 
Fingered by E. Pauer... ove 


London: AUGENER & CO.,N 


DEON. Collection of Standard Pieces. 


(8447a—d) each, net o 1 
Revised and 


owe O 2 


ewgate  Sereet _ Regent Street 


Review of the major and minor keys, £ s. a. | 


Se- 


lected, Arranged for Small Hands, Fingered and Revised by 


E. Paugr :— 
G. F. HANDEL. 1685-1759. s. 
1. Gavotte ee a ee ea P wd 
2. Chorus from “The Messiah” + we ee ‘ I 
3. Largo. ee ° ee ee ee . 2 
rs Seanhony from “Heracles”. “ e P ee ee 2 
5. Chorus from ‘‘ Theodora” ° s we ° 1 
6. Minuet oe - oe . ee + oe «a « 
J. S. BACH. 1685-1750. 
7. Prelude + we I 
8. Sarabande .. ee ‘ 1 
9. Siciliano ee ee . oo 3 
to. Echo .. ee ee ° . 2 
tr. Gigue.. ow ee ee . I 
12. Bourrée ee oe 7" ° 2 
JOS. HAY DN. 1732-1809. 
13. Serenade ee ee os os «s 2 
14. Arietta con Variazioni oe ee os . 2 
15. Andante (The Clock movement).. ee . I 
16. Aria from ‘* The Creation” o 2 
27. Finale from the Sy mphony i in B flat .. ee 2 
28, Minuet from the “* Surprise ’” Symphony 1 
W. A. MOZART. ualieae 
19. Larghetto from the Clarinet Quintet .. ee a I 
20. Romanza from the Concerto in D minor se ee 2 
21. Minuet from the Symphonyin £ flat .. ee ee I 
22. Aria from ‘‘ Die Entfiihrung aus dem Serail” ee 2 
23. Duet from “‘ Le Nozze di Figaro” I 
24. Six Minuets (composed for the Imperial Balis ‘of Vienna) . “aS 
L. vAN BEETHOVEN. 1770-1827. 
25. Allegretto from the Choral-Fantasia_ .. 2 
26. Polonaise from the Serenade for Violin, Tenor, and Violoncello . oe 8 
27. Presto from the Trio -~s two Oboes and E — Horn oo & 
28. Adelaide oe oe ° ee oe ° ee «e eo 8 
29. Minuet oe ee ee oe es ee eo 3 
jo. Six German Dances” ee ee o oo 8 
C. M., v. WEBER. "1786-1826. 
31. Minuet from the Clarinet Quintet ee ee ee . o. 2 
32. Rondo. ee ee oe . «4 
33 Torchlight Dance, from “ Silvana” : ee ee ee eo 8 
34 Annie’s Arietta from ‘‘ Der Freischiitz” a « aw Sf 
35. Menuetto serioso from “ Euryanthe” .. ee ar es a 3 
36. Finale of the First Act from ditto ee oe oe 2 
F. MENDELSSOHN-BART HOLDY. 1809-1847. 
37- Sunday « oe ee ee oe “a re I 
38. The Garland. ee oe ee - oe ee a I 
39. I would that my love ee +e ee ee I 
40. March from the Ca; riccio, xe) “a ee oe nn 2 
41. Andante from the first Piano 32 ee - oe - ofl 
42. Andante from the Violoncello Sonata, Op. 45 oe ee “«* 
ROB. SCHUMANN. 1810-1856. 
43. Study .. oe ee oe ee ee oe om ee eo 3 
44. Serenade... ee ee oe oe ee ee o 3 
45. A little Cradle Song ee ‘a ee vo 
46. Funeral March ton the Quintet, Op. “4 oe ee ee om 
47. Farewell Song of the Herdsman “a ow ee ee ee 8 
48. Evening Song oe ee oe oe “ a or o 


Londen: AUGENER & Co., Newgate Street and Regent Street. 
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“HE CHILDREN’S MENDELSSOHN. 
Pieces for the Pianoforte (30 Solos, 6 Duets) by 
F. MENDELSSOHN-BARTHOLDY, 


Selected, Arranged (without Octaves), Fingered, and Revised by 
E. PAUE 


Short 


4to Vol., with Illustrated Biography, &c., net, 3s. ; or bound in cloth, 


net, 4s. (Augener & Co.'s Edition. No. 8240.) 
1. Song without Words (sometimes } 18 “Jerusalem ! th yu that killest” 
called ‘‘ Confidence "’), in G. | (St. Paul), in p flat. 
2. Song without Words (sometimes 1g. ““My soul thirsteth for God” 
calle d ** Consolation”), in Fr, (42nd Psalm), in p minor. 
3- Sens without Words (sometimes 20. Andante Con Moto (from the 
called ** Funeral March”), in Fantasia on an Irish At), in F. 
E minor. 21. Minuet (from the Sonata, Op. 
4. Song without Words (sometimes 6), in G minor. 
called ‘‘ Hope”’), in w flat. 22. Andante (from the Fantasia, Op. 
. “Sunday.” Song in G. | 16, No. 1), in A minor, 
. “ Suleika.” Song in & minor. 23. Scherzo, in ¢ minor. 


. “The Garland.” Song in b flat. 24. Andante (from the Violoncello 
. On Wings my fancy ranges.” Sonata, Op. 45), in G minor. 

Song in A flat. 23. Andante (from the first Piano 
9. “ Lullaby.” song iu b flat. Trio, Op. 49), in B flat. 


on oO'n 


10. *‘It is ordained by Heav'n 26. Canzonetta (from the String 
above.” Song in v. Quartet, Op. t2), in G minor. 
11. “O wert thou in the cauld 27. Andante with Two Variations 


blast.” Duet in » flat. 


(from the Violoncello Varia- 
12. ‘I would that my love.” Duet 


tions, Op. 17), in v. 
in F. 28. Notturno (from ** A Midsummer 
13. ‘*Goadoliera.” Dueti in G minor, Night’s Dream”), in & flat. 
14. ** Adieu to the Forest,” in £ flat. | 29. March of the Elves (from “A 
15. “ Barcarolle,” in c minor, Midsummer Night's Dream”), 
16. “ Morning Prayer,” in c. in E minor. 
17. Caocal, ‘Sleepers, wake!” (St. 30. March (from the Capriccio, Op. 
Pail), in vb. | 22), in c. 


DUET ng 
31. Chorus, “* Happy and blest are 


. Song without Words (sometimes 
they " (St. Paul), in & flat. 


called ‘* Contemplation”), ia 
E flat. 
35. Fragment and Dance of Clowns 
(from ** A Midsummer Night's 
3- Song without Words (sometimes Dream ”), in B flat 
called “‘On the Shore”), in 36. Wedding aden “A Mid- 
A flat. _summer Night's Dream” ), inc, 


‘HE CHILDREN’S HAYDN. Short Pieces for 
the Piano‘orte. (24 for Pianoforte Solo, 6 for Pianoforte Duet.) 
By JOSEPH HAYDN. 

Selected, Arrange: ‘without Octaves), Fingered and Revised by E. PAUER. 
Quarto Vol., with Illustrated Biography, net, 3s. Bound in 
cloth, net, 4s. (Augener & Co.'s Edition, No. 8161.) 

CONTENTS, 
1. The Austrian Hymn. | 14. Aria, from “The Seasons. 
2. Song: An Iris. ftet(G). | 15. Finale, from Symphony in 
3. Largo, from 36th String Quar- (Salomon, 6). 
. Minuet, from c minor Symphony 16. Andante (Clock Movement) 
(Salomon, 5). from Symphony in pv (Salo- 


32. Altegretto (from the ‘ Hymn of 
raise”), in G minor. 











> 


5. Serenade, from 74th String mon, 11). 
Quartet (F). 17. Air: “With Verdure Clad” 
6. Spinner Song, from ‘‘ The Sea- (Creation), i 


sons. | 18. Allegretto, from 34th String 
7. Song: “ Sollt” ich voller Sorg.’’ Quartet (c) 
8. Allegretto, from 5th String 19. Song: To the Beloved 

Quartet (G). 20, Finale, from Symphony in B flat, 
9. Adagio, from Symphony in c (Salomon, 9). 

(Salomon, r). . Vivace, from Trio in c, (An- 

1o. Arietta con Variazioni, in E flat. dré, 18). 
11. Minuet, from Symphony in G Allegro, from Symphony in B 

(Salomon, 3). flat (La Reine). 
12. Song: Die Landlust. 23. Song : Die zu spate Ankunft. 
13. Minuet, from 4th String Quar- | 24. Presto, from Symphony in c 

tet (E flat). | (Salomon, 1). 


DUETS. 
25. March in c (Wind instru- | 28. Minuet, from 17th String Quar 
ments). tet (G 
26. Minuet,from Symphony ineflat. 29. March in & flat (Wind Instru- 


(Salomon, 2). ments). 
27. Andantino grazioso, from 16th 30. Minuet, from ‘‘ Emperor’s” 
String Quartet (c). (Quartet (No. 1, in c). 

“ The Children’s Handel” and * Bach,” which have been already issued, have met 
with a success only properly commensurate with their merits, and it is but natural that 
the venture should he followed by additions from the writings of the acknowledged 
great masters, all of which are intended to serve the same exalted purpose, namely, 
the advancement of musical education and the familarising by easy processes, the 
minds of young students with works of those noblest inventors in music. It is for their 
attractive and engaging character that the works will be eagerly welcomed by even 
older children, who may regard them, as they may p: vy be regarded, asan epitome 
in a handy shape of one of the phases of the genius of the several com,osers. In none 
is this better shown than in the vo'ume now under notice, ‘ The Children’s Haydn.” 
The thoroughly educational character ot the little books may be further proved by the 
my that as preface there is in each case an account of the life and works of the author. 

In the present this has been done with considerable fidelity and care, and in a 
lengthened manner, as may be gathered when it is stated that the biography occupies 
some twenty- four pages, not of superfluous verbiage, but a close collection of facts 
related in a simple and pleasant furm such as would of its very nature commend itself 
to young minds. It is further adorned bya few gracefully- -drawn and well-engraved 
wo: dcuts illustrating certain incidents spoken of in the text."—MONTHLY MUSICAL 
RECORD, May, 2,9. 
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Pauer’s “Training School for the Pianoforte.” 


Compiled for the purpose of Training the Pupil from the 


Elementary Stages to Concert Playing. 
SELECTED, REVISED, ARRANGED, AND FINGERED BY 


E. PAUER. 


Section R.—Studies. 


First Step.—Fifty very easy Studies in C major (Treble Clef) followed by Ten easy 
Studies in C major (Treble and Bass Clef). 


Second Step.—24 Preparatory Five-Finger Exercises, followed by 18 Studies of Velocity. 
Third Step.—Exercises and Studies on the Shake and the Arpeggio. 
Fourth Step.—Daily Practice, followed by Eleven Classical Studies. 


Section 2.—Messons. 


First Step.—Fifteen very easy Pieces in C major (in Treble Clef) followed by Nine easy 
Pieces in C major and A minor (in Treble and Bass Clef). 


Second Step.—Twenty easy Pieces in G, F, D, B flat, and A minor. 

Third Step.—Eighteen Pieces in E flat major, A major, C minor, and F sharp minor. 

Fourth Step.—Pieces by Clernenti, Mozart, Dussek, Kuhlau, and Schubert. 

Section C.—Recreations. 
First Step.—Thirty-two National Airs in C major (Treble Clef) followed by Eight 
National Airs in C major and A minor (Treble Clef). 

Second Step.—*‘20 Old Dances” (Allemande, Anglaise, Bourrée, Les Buffons, Chaconnes, 
Courante, Forlane, Gaillarde, Gavotte, Gigue, Hornpipe, Minuet, Musette, 
Passecaille, Passepied, Pavana, Polonaise, Rigaudon, Sarabande, 
Tambourin). 


Third Step.—_28 Modern and National Dances. 
Price of each Step, 5s. (To be continued.) 


PREFACE. 
EVERY teacher of music will be prepared to admit that a wise selection of practical and useful Studies forms one 
of the most important elements in the successful performance of the task which he has undertaken. The 
experienced Professor who is well acquainted with the literature of his instrument has no difficulty in making a 
proper selection of music for his pupils’ use ; but, as the instruction of children is frequently entrusted to those 
who may never have possessed the necessary facilities for the formation of a sound judgmeut as to the works 
best suited for musical education, the publication of the “Pianoforte Training School” will, it is believed, be 
welcomed in many quarters. The aim of the work is, to present to Teachers and to Students of the Pianoforte 
a Collection of Studies and short pieces, classified in a systematic manner and on a graduated scale, according 
to difficulty of performance; and as there are many Sonatas, Rondos, and Compositions of a lighter character 
of great interest which are but little known, their publication will prove both opportune and useful. The pieces 
in each division of the work are arranged in Steps, and these again are sub-divided into sections, viz. :— 
Section A: StupiEs, Section B: LESSONS. Section C: RECREATIONS. 

Experience has proved that variety of style in the pieces placed before the youthful Student stimulates a healthy 
interest in what, under a less judicious system of instruction, would too often become a mechanical and monotonous 
exercise ; and for this reason the combination for practice of a study, a short classical piece, and—for recreation 
—a dance tune or national melody, will prove both attractive and interesting. The various Sections are arranged 
on precisely the same principle of graduated difficulty, so that an opportunity is afforded for the steady advance 
of the Student and for the progressive cultivation of technical skill, expression, and, last but not least, of the 
feeling for melody and rhythm, which are essential to the formation of a correct taste. Each piece is carefully 
fingered with a view to develop the pupil’s capacity, but the fingering is not applied to every note, on the method 
frequently adopted, as this method necessarily tends to produce a certain degree of bewilderment, which at times 
gives rise to negligence, while it also prevents the student from becoming independent of an extraneous aid, which 
ought in any case only to be regarded as a means to an end. 

To complete what may be termed the educational part of the work, the Editor has provided a series of more 
elaborate Studies, Sonatas, Rondos, and short Fantasias, together with a collection of the most celebrated Drawing- 
room pieces, of various degrees of technical difficulty, and he now submits the result of his labours to Teachers 
and to the musical public, in the hope that his “ Pianoforte Training School” will be accepted with the same 
kindness and approval which have been uniformly accorded to his educational works. 

E. PAUER., 


London: AUGENER & CO., 86, Newgate Street; 81, Regent Street; and Foubert’s Place, Regent Street. 
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ARROW 


MUSIC SCHOOL SERIES. — 


Messrs. Augener and Co. are the Publishers of the Authentic 





Edition used at Harrow Music School. They give a short extract. All 
Continental Fingering. 
PIANOFORTE SOLO, net. 
8018 BACH, J. S. 15 Zweistimmige Inventionen (Two-part In- s. d. 
ventions). With Preface, &c., Edited by John Farmer ... 1 4 
8019 15 Dreistimmige Inventionen (Three-part ema 
With Preface, &c., Edited by John Farmer 1 6 
8020 —— 18 Petits Préludes. Edited tJ John Farmer * ¢ 
8021 —— a Suites (6 Petites Suites). Edited by J. Farmer... 2 0 
8075 CHOPIN. Quarto Edition of Pianoforte Works. Re- 
a,f printed from the celebrated Russian Publication, which was 
Revised, Fingered, and carefully Corrected after the 
Parisian, English, and German Editions by Carl Klind- 
worth. Final Revise by Xaver Scharwenka :— 
8068 —— Studies and Preludes, after Klindworth- Sch: oes wo § @ 
8068a —— 12 Grandes Etudes. Op. 10 (Klindworth) wo 3 6 
80686 —— 12 Etudes. Op. 25 (Klindworth) ... eee ove ~» 83 6 
80€8¢ —— 24 Preludes. Op. 28 (Klindworth) .. 1 6 
8068d —— Prelude. Op. 45, and 3 Nouvelles Etudes 10 
8070 —— Ballades, after Klindworth-Scharwenka ... 1 6 
8071 —— Rondos and Scherzos, after Klindworth- Scharwenka 30 
8072 —— Impromptusand Fantasias, after Klindworth-Scharwenka 1 6 
8073 —— Berceuse, Barcarole, and 6 other Works, after Klind- 
worth-Scharwenka... 2 6 
8076 —— Concertos and other W orks, originally for Pianoforte and 
Orchestra. Pianoforte part, after Klindworth-Scharwenka 5 0 
8077 —— Sonatas, after Klindworth-Scharwenka _.., a ae 
8079 —— Waltzes, after Klindworth-Scharwenka wa & ¢ 
8081 -—— Nocturnes, after Klindworth-Scharwenka ... 3 0° 
8083 —— Mazurkas, after Klindworth-Scharwenka ... 3 6 
80846 — Polonaises, after Klindworth-Scharwenka .. 2 6 
8125 EGGELING, ED. Studies for higher mech: anical develop. 
ment in Pianoforte Playing eo oe a) 
GADE, NIELS W. (Euvres choisis :— 
8137 —— Arabeske. Op. 27. (X. Scharwenka) Io 
8138 —— Phantasiestiicke, Volkstanze. Op. 31. (X. ‘Scharwenka) Io 
8139 —— Idyllen. Op. 34. (X. Scharwenka) Io 
8140 —— Fantasiestiicke. Op. 41, (X. Scharwenka) Io 
8141 —— Aquarellen. to Poesics musicales. Op. 19 Io 
8142 —— Christmas Pieces. (Noél.) Op. Io 
8143 —— Frithlingsblumen, (Fleurs du t Priniemps) 3 "Pieces. 
(Farmer eee a 
8144 Albumblitter. (Feuillets ’Album. ) " (Farmer) eee a) 
6139a,5 oS 2 Sonatinas. Op. 8. No. rinr, No, 2ine flat. each 1 0 
6141 GRIEG, E. Concerto. Op. 16 we €-@ 
8146 GURLITT, CORN. Our Favourite Tunes (Unsere 
a,b,c Lieblings- Melodien. A Collection of Melodies, Ancient and 
Modern. Op. 106. 3 Books . each 2 6 
8147 —— Bliithen und Knospen (Buds ‘and Blossoms). 12 small 
Pieces. Op. 107 20 
8148 —— Album-Blitter "fir ‘die ‘Jugend (Album- Leaves for the 
NDEL'G * kleine Klavierstiicke. Op. ror 20 
8153 HANDE Twelve Easy Pieces. With Fingering and 
Explavatory Remarks by Dr. Hans von Biilow. Revised 
y John Farmer... ooo «= 8 6 
8131 HAY ‘DN, MOZART, and BEETHOVEN. Selections from 
as their Works by Eschmann. Edited by ee Farmer. 
6 Books pore “a .. each r 0 
8131* —— The same, Complete. Bound in n cloth e oe 28 
8163 HELLER, ST. Sleepless Nights (Nuits blanches) . 20 
8172 — H. Scales and Exercises. Augmented and arranged 
oF oe e Io 
8184 JENSEN, , A. Innere Stimmen (Voices from Within), 5 ’ Pieces, 
Pp. 2... — om 2% 
8185 —— Romantic Studies, A ‘Cycle ‘of 17 "Pianoforte Pieces. 
a,b Op. 8 2 Books ... ‘“s pee _ ‘seh -. each 1: 6 
8186 ——— Songs and Dances. ‘Twenty Small Pieces. Op. 3 
a,b Edited by John Farmer. _‘I'wo Books ww. each 1 6 
8196 KIRCHNER, Th. Album-Blatter. Edited by, John Farmer. 1 0 
8195 — Friendly Greetings (Griisse an meine Freunde). Pieces. 
Op. 5. Edited by John Farmer 10 
8197 ———_ Preludes. Op. 9. Edited by John Farmer. ‘Two 
a,b Books. ‘aia pre we each 1 0 
&198 Bee Album- Blatter. Op. 49 (Harrow “Music School 
a,b eries). ‘I'wo Books. C. each 2 0 
6523 KOEHLER, LOUIS. Répétitions journ: aliéres. Exercises 
techniques pour le développement simultané des deux 
mains ed Repet' tions) on «a 2 ¢ 
8209 LACHNER, V._ 12 Lindler (Rustic Dances) . 1 6 
8227 LOESCHHORN, A. Album. 20 Melodiise Tonbilder in 
fortschreitender Ordnung mit genau bezeichnetem Fin- 
gersatz yen on << me we Po rr ee 2 
8235@ MENDELSSOHN’'S WORKS. Concerto No. 1 in G minor, 
Op. 25. For Pianoforte Solo, with the Caneee s Accom- 
paniments in compressed score ... a «we 2 0 
8249 MOSZKOWSKI,M. Miniatures. 5 Pieces. 20 
8353 gy C. Op. 88. Maiden- isc, Op of L ieder). 1 6 
8354 —— SPs t Fancies. 16 Short Pieces eee owe 2 0 
RHEINBE KGER » J, (Euvres choisis :— 
6356 3 Petites Pitces de Concert. Op. 5 wo . €'¢ 
6357 3 Etudes. Op. 6 oon os o 8 © 
6358 Conte de la Forét. Esquisse de Concert. Op. 8 a 
6359 4 Pitces de Concert. Op. 9 : aes 10 
6360 5 Images Musicales. Op. 11 10 





RHEINBERGER, J 


Harrow Music School Series (continued) :— 


(Euvres choisis (continued) :— 








re] 


onan 


6361 Toccata. Op.12. . a » a 
6362 Aus Italien. 3 Pie ces. Op. 29 ... o 
6363 6 Piéces en forme de oo Op. 39 «4% 
6364 Capriccio giocoso, Op. 4 an sie “- eee — 
8380 SCHARWENKA, XAVER, 16 Polnische Tanze (Polish 
Dances). For the Pianoforte (with Portrait) oe 5 
SCHUMANN, R. Works. Quarto Editions. C. :— 
8406 Op. 2. Papillons ‘ oe on a ea a wo 3 
8409 «6s Op. 6._-—«sDavids biindler. Revu et doigté par Xaver Schar- 
wenka ove ose eee on mas a 2 
S4it Op. 9. Carnaval. “Scénes mignonnes sur quatre notes. 
Soigneusement Revu, Doigté, et pourvu des Acnotations 
instructives par Xaver Scha arwenka I 
8412 —— . 12, Phantasiestiicke. Carefully “Revised, Fingered, 
and supplemented with instructive Annotations by Moritz 
Moszkowski... I 
8412@ —— Op. ts. Scenes “of Childhood (Kinderse enen). E asy 
Pieces for the Pianoforte. With Annotations. Revised 
and Fingered by Prof. Th. Kullak I 
8414 —— Op.2r. Novelletten. Carefully Revised, Fingered, and 
supplemented with instructive Annotations by Moritz 
Moszkowski... 2 
8415 —— Op. 26. Carnival's Jest from V ienna (F aschingschwank 
aus Wien). Carefully Revised, Fingered, and mga 
with instructive Annotations by J. L. Nicodé oe 8 
8417 —— Op. 68. Album for the Young (Jugend Album). With 
Annotations. Rev. and Fing. by Prof. Th. Kullak. 4to... <4 
8432 —— Op. 82. Waldscenen (Forest-Scenes) ; I 
8405@ —— Op. 54. Concerto in A minor, The principal Pianoforte 
part, with a Compressed Score of the Orchestral Accom- 
paniments to be used on a Second Pianoforte ‘ 2 
8465 VOLKMANN Op. 23. Wanderskizzen I 
PIANOFORTE DUETS. 
8543 GADE, N. W. Nordische Tonbilder. 3 Fantasias. Op I 
8582 MOSZKOWSKI, M. Op. 2r. Aten agen (Spanish 
ances) ‘ 2 
8583 —— Op. 23. From Foreign Parts (Aus aller Herren Lander). 
6 characteristic Duets 4 “ 3 
8584 -—-—— Op. 25. German Rounds (Deutsche Reigen) 2 
8603 REINECKE, C. 12 Pianoforte Duets within the compass of 
Five Notes, in one position of the hand, and especially 
composed for > — of the Feeling of Time and Ex- 
pression. Op. I 
8624 SCHUMANN, RS * Op. 66. Oriental Pictures (Bilder aus 
Osten) on =n oe ee pee I 
8625 —— Op. 85. 12 Pianoforte Duets for Players of all Ages 2 
8626 —— Op. 109. Ball Scenes eos we eon eee oe 8 
8640 VOLKMANN, Op. 11. Images Musicales. Musical Picture 
Book . os ooo wee oe 8 
8641 —— Op. 24. Hun; garian Sketches |. I 
8642 —— Op. 40. 3 Marches 
London: AUGENER & CO., School Departinent, 86, New gate Street. 
HEINBERGER, JOSEPH. — - Select Works. 
FOLIO EDITIONS. 
SERIES I.—({Revised and Edited eg E. Pauer.) 
Op. 5. Three Short Concert Pieces, complete, 5* 


No. 1, The Chase (Die Jagd). 
2. 
. Fugue, 2s, 6d. 


Op. 
No 


Op. 
No. 


“ 


Il. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
21. 
22. 
Six Tone-pieces in Fugue Form. 


29. 
30. 
31. 
32. 


Swaps Pe 


oP 


Impromptu, 2s. 
Toccatina, 2s. 


Four Concert Studies, complete, 4s. 
Melody (Melodie), ts. 

Wander-Song (Wanderlied), rs, 6d. 
Dreaming (Triumen), ts. 

From Olden Times (Aus alter Zeit), 1s 
. From Italy. 3 Pieces, complete, 4s. 
Dolce far niente, 2s. 

Rimembranza, 2s. 6d. 
Serenata, 2s. 6d. 

SERIES II. 

Jagd scene. Impromptu, 4s. 
Idyll. Idylle, 3s. 
Cradle Song with Variations. 
emp 3 38. 

Barcarolle, 3 
Legend of "the Wood. Waldmiirchen. 
Roundelay. Rundgesang, rs. 
Masurek, 1s. 
Round. Reigen, 3s. 
Allegretto capriccioso, 3s. 

Elegy. Elegie, 1s. 
Toccata, 4s. 


Wiegenlied mit Veranderungen 


Concert Sketch, 4s 


6 Tonstlicke in Fugirter Form. 
o, rin D minor, 4s. 
No. 2 in A major, 4s. 
No. 3 in B minor, 4s. 
No. 4 in & minor, 3s. 
No. 5 in D flat major, 3s. 
No. 6 in c minor, 4s. 

Capriccio giocoso, 4s. 

Scherzoso, 4s. 

Romance, 3s. 

Etude, >- 
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| 
OUVEAUTES 
Publiées le 1er Octobre, 
1884, chez 
AUGENER & CO., Newgate Street and Regent Street, London. 


PIANOFORTE SOLOS. 4 
8155¢ we dS W. H.  Handel’s Choruses. 
k ILL. oe net o 
8127 E NOR L, 


CARL. "12 Classical Waltzes : net o | 
GURLITT, CORNELIUS. The First Lessons. 34 short | 
Pieces. Op. 117. 2 Books... ms . each 
— Our Favourite Tunes. Op. 135: } 
No. 1. O sanctissima (Sicilian Airy -. = *- 
. Il segretto per esser felice (Donizetti) | 
. John Anderson, my Jo (Scotch) 
. Robin Adair (Scotch) 
. God preserve the Emperor (Austrian) | 
My Lodging is on the Cold Ground (English) 
. Russian National Anthem (Hymn) 
8. The Girl I left behind Me (English) .. nn 
GAUTIER, LEONARD. La Gazelle Galop brillant ... 
—— Danse des Fantomes. Valse caprice ee 
Danse des Sorciéres. Valse caprice 
MEYERBEER, Marches aux Flambeaux (Fackeltiinze) 
No. 1, inc. oe ooo ° 
1a, facilitée par Rimbault .. 
2, nE = 
3, in B fl 
NICODE, J. L Walzer.” 
—_ Burlesq ue. Op. 
RICHARDS, BRI LEY. 
Transcription 
6130 VOLKSLIEDER OHNE WORTE. 
Arranged . 


OVELTIES Pub-| 
a? October 1st, 1884, | 


Arranged, 


177 
° 


nS 


re eree 
eoo0feo00g00cK0o$no 
VP OSSEOO COS 


Op. "28. 
No. 2 is abs - ss 
The med Boat (J. H. Tully). 


No.1... 


ooooo°o 


ooooo°o 
WwW PREREAN FERHHH He 


° 


32 German Songs. 
net 


° 
= 





PIANOFORTE DUETS. 
85505 cagpets, W. i, ee. Arranged. Book 


net 
6913 ENGEL, CARL. 
GUR RLITT, CORSE. 


oe one 


12 Classical Waltzes 
Our 


net 


! 
1 
} 
Favourite Tunes, | 





0. sanctissima (Sicilian Air) 

I] segretto per esser felice (Donizetti) 
John Anderson, my Jo (Scotch) 
Robin Adair (Scotch) 
God preserve the Emperor | (Austrian) | 

My Lodging is on the Cold Ground ( (English) 
Russian National Anthem (Hymn) ... 

The Girl I left behind Me ‘English)... ey 
LOESCHHORN, A. Feuilletsd’Album ... 
MEYERBEER,. Marche aux Flambeaux (Fackelta nz), i in : 


HARMONIUM AND PIANOFORTE, 
8785c TRANSCRIPTIONS. Vol. I1I.—Wagner- Album : ‘ Fin- 
sam in triiben Tagen,” and ‘‘ Athmest du nicht ” (Lohen- 
rin) ; Tannhauser’s Erzihlung, and “ Als du im kiihnen 
ent ” (Tannhiiuser). Arrangés par Josef Low net 
INSTRUMENTAL. 
9999 BLAGROVE, H.G. 12 Studies for the Violin net 


CALLCOTT, W. H. Handel’s Choruses. Arranged :— 
Book II. For Pianoforte Duet, Flute, Violin, oa wor 


cello 
Sook III. 


net 
HERMANN, FR. Classical Violin Music of Old Masters. 
Arranged for Violin and Piano :— 
No. 9. BACH, J. S. Gavotte in p.. 
10, LULL Y; J. B. Gavotte in D minor 
77036 LEE. SEB. 6 Airs Nationaux and himmaseere et Piano. 
Op. 123. 2me Suite ... oe = et 


VOCAL. 


ALEXANDER, Ocean Whispers. 
LEVEY, W.C. Friends Only! Ballad 
9096 —— Robin Hood. Cantata for Boys’ Voices 


0 
No. 


fev ante FE 
0000000000 
NNNNN 
0000000000 


AN NNN 


3566 


6 


| 
| 

| 

| 

| 

| 

°| 

71485 | 


7178¢ “For Pianoforte, Flute, Violin, and Visioncello 


oo 
oo 


~ 


Song 


° 
° 
° 


n> 
ooo 


net 


London : AUGENER & CO., Newgate Street and Regent Street. 





STEEL ENGRAVINGS of the GREAT 
GERMAN COMPOSERS. 


No. 1. J. S. Bach. | 
2. L. van Beethoven. 
> Berlioz. 

4. Chopin. 

5. Clementi. 

6. J. B. Cramer. 

9. faydn. 

10. Liszt. } 

12. Mendelssohn. | 

13. Mozart(atthe age ofseven). 
Nos. 7, 8, and 11 are now engraving. Price : 8vo, net, 1s. 6d. ; folio, net, 3s. 


London: AUGENER & CO., 86, Newgate Street; Foubert’s Place ; 


. Mozart. 

| . Purcell. 

| 16. Rubinstein. 

| . Scarlatti. 

| . X. Scharwenka. 
| . Schubert. 

. Schumann, 

. Wagner. 

. Weber. 


B 






OUND QUARTO VOLUMES OF PIANO- 


FORTE MUSIC. Elegantly bound in cloth, gilt sides and edge 


suitable for Presents or Prizes: 


8075 


8324 


8300 


8296 


CHOPIN, F. PIANOFORTE WORKS. _ Reprinted 
from the celebrated Russian Publication, which was 
Revised, Fingered, and carefully Corrected after the 
Parisian, English, and German Editions, by Carl 
Klindworth, final Revise by Xaver Scharwenka, in 3 
Vols., with ’Portrait and Biography. C. 

THE CLASSIC COMPANION. A Collection of easy 
and moderately difficult Pieces from the Works of the 
most celebrated Composers of the 17th and 18th cen- 
turies. Edited by E. Pauer. 

Vol. I. (Corelli to ved 
Mozart's Portrait 
Vol, II. (Haesler to Field) | 


THE FAMILY GIFT- BOOK. A Collection of Piano- 
forte Pieces, comprising Christmas Music—Pastorals— 
Hunting Songs—Love Songs—Soldiers’ and Sailors’ 
Songs— Patriotic Hymns—National Melodies— Dances 
of the Clden Time—National Dances and Modern 
Dances —many of them composed for this Work. With 
a and Poetical Quotations. (475 pages—the 

rgest collection of good Pianoforte Music ever collected 
ler one cover.) Arranged by E. Pauer 


MERRY MUSICIANS. Favourite Dances and other 
cheerful Pieces from the Works of the most celebrated 
Composers of the 17th and 18th centuries, —- 
by E. Pauer 18 


OLD ENGLISH COMPOSERS for the Virginals and 
Harpsichord, A Collection of Preludes, Galliards, 
Pavanes, Grounds, Chaconnes, Suites, Overtures, 
Sonatas, &c. &c. Selected from the Works of William 
Byrde, Dr. John Bull, Orlando Gibbons, Dr. John 
Blow, Henry Purcell, and Dr. Thomas Augustine Arne. 
Revised and Edited by E. Pauer. With Portrait ot 
Purcell, and Biographical Notices |e 


OLD ITALIAN COMPOSERS. Popular Pieces selected 
from the most celebrated Works of the 17th and 18th 
centuries. Partly Arranged, supplemented with Signs 
of Expression and Marks for the Metronome. Revised 
and Edited by E. Pauer. With Portrait of Scarlatti ... 


SUNDAY MUSIC. A Collection of 100 Short Pieces 
extracted from the Sacred Vocal and Instrumental 
Works of the most celebrated Composers, Selected, 
Arranged for the Pianoforte, and weaeaees by E. Pauer, 
with Chromo-Litho., &c. 


AUGENER & CO., 


“Bieganly lame with 


eee ose ee one 


© 10 
Newgate Street and Renee Sereet, London, 
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SUBSCRIPTIONS PER ANNUM (Free by Peat) — 


Postal Union (Europe and America) 
Australia and Foreign Colonies 
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The Scale of Charges for Advertisements in reference to musical matters 
as follows :— 
Per PaGe .. ‘a a ; ‘ 45 00 
8IN. BY3.. oo ° ° ° 216 0 
4IN. BY3e. oe . ° . ee r10 0 
2IN. BY 3. oe oe oe oe °o 16 o 
1IN. BY3. we ° . - ° oo O89 6 
Smaller Advertisements at the rate o1 1s. per line. 
CONTENTS, 
PAGE — 
217. Moritz Hauptmann: His CHARACTER AND Opinions. By FR. 
1ECKS. (Continued). 
219. WoRCESTER Musica FESTIVAL. 
220. PARSIFAL: R&FLECTIONS AND ImpRESSIONS. By Fr. NiEcks, 
223. CHRONOLOGICAL TABLES AND THEIR MATERIAL. By E. Paver. 
(Continued.) 
224. FOREIGN CORRESPONDENCE: Music IN VIENNA. 
225. REVIEWS. 
230. Our Music Pacgs: Xaver ScHERWENKA’S Potisn Dance, No. 13. 
232. CONCERTS. 
233. Musicat Norss. 


238. 
239- 





and 81, Regent treet. 
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. ANSWER TO CORRESPONDENT. 


BREAKING UP oF ScHOOLS, 
TRADE AND PROFESSIONAL ADVERTISEMENTS, 


. STUDIES AND EXERCISES FOR THE PIANOFORTE, 


E. Paver’s “THE CHILDREN’S MENDELSSOHN,” “THE CHILDREN’S 
Haypn.” 

Paver's ‘‘ TRAINING SCHOOL FOR THE PIANOFORTE.” 

Harrow Music ScHoor Series. RHEINBERGER. 


Aucener & Co's Novactizs. STEEL ENGRAVINGS, 
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